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MUSIC TEACHING STRATEGIES FOR STUDENTS WITH LOW VISION, 
INCLUDING BLINDNESS  
 
 
Pablo Rodríguez Aedo 
 
This study is about music teaching strategies for students with low vision, 
including blindness. Based on a two-case ethnographic design, this study focuses on 
understanding what decisions in terms of activities, lesson plans, and curricula, six 
participants from two different schools adopted for their students, as well as how these 
decisions relate to these students’ special needs and the context of these two schools. One 
of these school was located in Santiago, Chile, while the other in New York, USA. Data 
collection included observations and fieldnotes, interviews and informal conversations, 
artifact and document collections, and the use of a reflective journal.  
Findings encompass a variety of strategies recorded in several formal learning 
spaces such as instrumental private lessons, music theory lessons, instrumental ensemble 
rehearsals, choir rehearsal, accessible music technology lessons, braille lessons, general 
music lessons. These strategies, in turn, seemed to be highly conditioned by the students’ 
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Composing my Future 
 In 2007, I began my studies of Music Composition at the Pontificia Universidad 
Católica de Chile, one of the most prestigious universities within the Latin American 
academic institutions according to the latest issues by the Times Higher Education (THE, 
2020) and Quacquarelli Symonds (QS, 2020) World University rankings. Given our 
financial situation at home, to be able to enter this institution, it was necessary for me to 
apply for a set of scholarships and financial loans. That is how I got a scholarship called 
‘hijo de profesor’ (teacher’s son/daughter), which was granted only to the sons/daughters 
of people with a vocation for social changes who are linked to Chilean public education 
(my parents are teachers). Along with that, I also got a long-term loan with a bank. Of 
course, that did not matter back then, because I was in the place I wanted to be, happy 
and willing to learn everything they wanted to teach me. 
Counterpoint, Continuo, and Harmony... Over time I could begin to understand 
more and more sophisticated musical languages. The Latin American music that I grew 
up with at home was left, unfortunately, aside. Piano, Harpsichord, and Chorus… It was 
the first time I took private instrument lessons in my life! Solfege, Organology, and 
Analysis… That was how I began to develop solid music skills. Finally, Orchestration, 
Aesthetics, and Composition. At the beginning it felt as a dream coming true, it could not 
be better! However, with the passage of the semesters, I noticed that things were not 
looking as well as I thought. 
Once I was situated in the middle of that composition program, I began to notice 




to compose something different than this musical tradition (Second Viennese School: 
Schoenberg, Webern, Berg and their successors), I would not get anything higher than a 
B-. In other words, there was no flexibility in aesthetic practices within that faculty of 
Music Composition Department at that time. To be more specific, I found out from first-
hand experience, that composing tonal music, jazz, music for the media, or simply 
anything outside the white Eurocentric spectrum, was a tremendous risk to my GPA. 
Thus, and thanks to having failed the Composition class, I could understand that I was, 
actually positioned as a part of a very select, elite group of people who were dedicated to 
composing a very select type of music that was intended to be appreciated in its entirety 
by an even more elite group of people. 
What was I, a 20-year-old young man, granted by the government to generate the 
social changes that the country needed, intending to do by seeking the approval of such a 
tiny group of privileged elite? What happened to the teacher’s vocation for social changes 
and all the music that was heard in the neighborhood where I grew up? Was everyone in 
my house really making that tremendous effort so that I could study only to allow me ‘the 
pleasure’ of receiving the Chilean upper class’ ovation? As soon as I finished asking all 
these questions, I decided not to compose music again, not like that, not anymore, never 
again. 
Moreover, due to the academic training that I have today, and to having 
experienced similar situations since I came to study to the US, I am able to name the 
words with absolute precision, and without fear of being wrong, I can say that these kinds 
of situations are called non-inclusive curricular/pedagogical practices. If Freire would be 




from “an educational or political action program which fails to respect the particular view 
of the world held by the people. Such a program constitutes cultural invasion, good 
intentions notwithstanding” (2000, p. 95). 
Some years after I decided to not compose anymore, in 2013, I was fortunate to 
have received another scholarship from the Chilean government, this time to pursue my 
master studies at New York University along with Dr. Elise Sobol. Later, I obtained 
further support to complete the Doctorate program at Teachers College, Columbia 
University, along with Dr. Lori Custodero. It has been the biggest challenge I have had to 
face because, in addition to both scholarships, I have also received from the government 
the enormous responsibility of generating concrete and substantial change to the reality of 
people with disabilities in my home country, Chile. Thus, I have been entrusted with the 
task of improving and updating the Chilean Music Special Education field, all of this in 
order to make real a number of laws and educational decrees that, in fact, exist on paper 
only. 
Jazz, Orff method, and Kodaly method... A new door was just beginning to open 
in front of me. Special Education, Children’s Musical Development, and American Sign 
Language… I was, for the first time in my life, able to study the depth of the problem of 
how people with less power are affected by systemic non-inclusive practices. Freirean 
Culture Circles, Power and Method in Collaborative Research, and Doctoral Seminar… I 
am ready to carry out what I came to do in this country, to do what I am destined to do: to 
honor the years of sacrifices that my family went through so that I could study, to honor 




  The following thesis is, therefore, the result of a long internal process, of a 
gigantic composition full of convictions and also of hazards. This is my response to the 
Chilean government’s call to improve the objective reality of music students who are 
blind and/or suffer from low vision. It is, finally, the consequence of having found the 
right people at the right moment. 




Chapter I  
INTRODUCTION 
Access to communication in the widest sense is access to knowledge, and that is 
vitally important for us if we [the Blind] are not to go on being despised or 
patronized by condescending sighted people. We do not need pity, nor do we need 
to be reminded we are vulnerable. We must be treated as equals – and 
communication is the way this can be brought about. 
Louis Braille (in Olstrom, 2010, p. 55) 
Overview 
This study is about music teaching strategies for students with low vision, 
including blindness. Particularly, I will look for common practices of teaching music to 
this group of special learners in order to understand, select, and analyze them using a 
social model of disability, inclusion and equity. This research will be based on two case 
studies taking place in two different locations: a community music school for people with 
low vision including blindness, located in New York City, and a K-8 public school for 
the blind, located in Santiago, Chile. 
Disability, Human Rights, and Legal Frameworks  
 First, according to the Chilean architect, Rodrigo Zúñiga (2006), when it comes to 
talk about disability, in a general sense, we are referring to the social representation built 
on what we mean by limitation and lack of opportunities for human development. He 
claims that he has been able to design buildings for blind people thanks to his 
understanding that this social representation certainly is not only given by the physical, 
mental or sensory deprivation of the ‘impaired,’ but also by the lack of proper conditions 
offered by the environment in which he/she is inserted. In this sense, it is necessary to 
point out that the environment does not always offer equal alternatives for developmental 




simple and concrete situations, for example, a subway station without the necessary 
access for people with physical disabilities. In this sense, Lotito and Sanhueza (2011), 
communicate with precision the classical notion that has been stated by renowned 
architectures such as Le Corbusier: 
   Work each one in their sphere of skills and according to their possibilities, for a 
home and a more humane city, for a city that is capable and orderly 
architecturally so that all men, even those who use wheelchairs, can circulate, 
access without obstacles, fully, freely. (p. 13) 
However, throughout this whole thesis, I will refer to the environment in a much 
broader sense, mainly focused on the social dimension of the setting. Thus, there is a 
social problem in not being able provide equal opportunities for development to those 
with disabilities. To synthetize in terms of this study, by talking about disability, I will be 
referring to two different aspects: the individual with disabilities and his/her special 
needs, and the community or environment where this person is located.  
Second, if we take a look at how international organizations such as the World 
Health Organization (WHO) and the United Nations (UN), among others, treat the 
concept of disability, we will immediately notice how crucial it is to them that societies 
are capable of socially integrating individuals with disabilities, and that their actions must 
be based on respect for human rights and diversity. Thus, both organizations outline their 
stances and policies on The Convention on the Rights of Persons with Disabilities and Its 
Optional Protocol (United Nations, 2006a). In simple words, what they do is to enhance 
the idea that this global issue is not about making improvements to the quality of life of 
this social group as an aid or favor, but about our duty to reinforce basic rights inherent to 
all human beings. In that same sense, this study has been developed under the 




21st century we still see people with disabilities in a condescending way. To be clearer, I 
offer the following example. The Mexican Telethon, which is a copy of the Chilean 
Telethon, which in turn is a copy of the US Telethon created by Jerry Lewis in the early 
1950s, was issued a report from the UN México (2014) in which they strongly criticized 
the promotion of stereotypes of people with disabilities as objects of charity based on 
‘The Convention on the Rights of Persons with Disabilities and Its Optional Protocol’ 
(United Nations, 2006a). What is in the background of that report, therefore, is the need 
for generating a simple mindset change: people with disabilities do not need pity, what 
they demand is that their rights are honored. 
Third, in concordance with the two last paragraphs, if we take a look at the legal 
framework on disability, both Chile and the United States have instated various acts that 
resonate with the point of views previously presented. Their legal frameworks resonate 
along with this dual concept of disability where the individual and his/her environment 
are taken into account, along with a respect for basic rights. In general terms, both 
countries have strong legislation that state how their educational systems must have the 
necessary resources to ensure that students with special, temporary or permanent, 
educational needs are integrated into schools and complete their education. In 1990, the 
Organic Constitutional Law N° 18,962 on Education (LOCE, in Spanish) was enacted in 
Chile. Its Chapter VII about ‘the care of students with special needs’, particularly its 
section 4, represents an unprecedented effort related to the integration of people with 
disabilities in public education at a national level. Such effort is comparable to what 
happened in the United States in 1975 when, due to the evolution of civil rights 




Children) was enacted. It was in that same year of 1990 when the Decree 490 of the 
Ministry of Education was approved in Chile (Chile, Ministerio de Educación, 1990). By 
approving that decree, it was possible to establish how to implement what it was called 
‘projects for school integration,’ which allows the inclusion of students with special 
needs into common public schools to these days. This happened practically at the same 
time when, in the United States, the law P.L. 94-142 was being renamed as Individuals 
with Disabilities Education Act (IDEA).  
In spite the obvious differences in terms of development between both countries, 
it is interesting to contrast them and find that, by the end of 1990, both were reshaping 
the language and the possibilities of the educational environment in order to ensure what 
here, in the United States, is called as “a free and appropriate public education” in the 
“least restrictive environment.” In reference to those obvious differences, it was four 
years later, in 1994, when the Law on Social Integration of Individuals with Disabilities, 
N° 19,284 was enacted in Chile. This law established standards for the full social 
integration of people with disabilities and created the National Disability Fund 
(FONADIS). This fund was necessary to achieve management of state resources for 
people with disabilities. Fifteen years later, in 2009, the General Law of Education N° 
20,370 (LGE in Spanish), an update of the previous law known as LOCE, based on the 
principles of equity and quality of education, was enacted. Additionally, it was only 10 
years ago, in 2010, that Law N° 20,422 was enacted. This law updates the 1994 law by 
implementing modern standards to ensure equal opportunities and social inclusion for 




To complete this brief description of legal frameworks, the Convention on the 
Rights of Persons with Disabilities (CRPD) is a legal document approved by the General 
Assembly of the United Nations on December 13th, 2006 that has been signed by both 
Chile and the United States, however, it has only been ratified by the former. The last is 
something this author finds delicate since that such legal international document 
represents by itself a ‘paradigmatic shift’ of the attitudes and approaches of the public 
sector in regard to the respect of persons with disabilities. It is, according to the UN 
Department of Public Information (2006b), “the first new human rights treaty of the 
twenty-first century.” 
Finally, taking into consideration people with disabilities, their basic human 
rights, and the current stage of special education both in Chile and the United States, I 
began with a set of general questions that motivated this current study (translated and 
adapted from Zúñiga, 2006): 
1) As teachers, what chances for education and development do we provide to the 
people with visual impairment?  
2) What resources are available to properly integrate them into society? 
3) How can [music] educators face the challenge of implementing inclusive 
methodologies to produce benefits on the population with visual disabilities?  
(p. 6) 
Statistical Data on Global and Chilean Visual Impairment 
 According to the World Health Organization (2018), approximately 1.3 billion 
people live with some form of vision impairment worldwide. Regarding distance vision, 
188.5 million people are estimated to have mild vision impairment; 217 million, 
moderate to severe vision impairment;1 and 36 million people are estimated to be blind. 
On the other hand, regarding near vision, 826 million people live with a near vision 
 




impairment. From the total amount of people who are blind, only a 30.31% have paying 
jobs, which represents a serious problem in terms of inclusion. 
If we go further, we can realize that this social problem is concentrated in 
underdeveloped countries. About 90% of the world’s visually impaired people live in 
low-income settings. Thus, for instance, while uncorrected refractive errors are the main 
cause of visual impairment, cataracts (for which exclusive treatment is surgery, because 
of its severity) remain the leading cause of blindness in middle and low-income countries 
(Suresh & Prabhakar, 2011). This information also matches the Chilean situation where, 
according to the Second National Study on Disability conducted in Chile (Chile, Servicio 
Nacional de la Discapacidad, 2015), the majority of visually impaired people in Chile 
are part of the poorest ‘quintiles’ (I and II). Consequently, the percentage of visually 
impaired people who live in the poorest/undeveloped zones of the country are also much 
higher. To be even clearer about this relationship between visual impairment and poverty, 
Suresh and Prabhakar (2011) point out that, as a result of not being able to get 
appropriate optical correction, “millions of children are losing educational opportunities 
and adults are excluded from productive working lives, with severe economic and social 
consequences” (p. 6). What the authors reveal with this last idea is how these individuals 
and their families are been “pushed into a cycle of deepening poverty because of their 
inability to see well” (p. 6). 
ENDISC 2015 was conducted by the National Service for Disability (SENADIS, 
in Spanish) along with the National Statistics Institute (INE, in Spanish). According to 
Zúñiga (2006), the initiative of doing national studies on disability tried to provide more 




incongruities between the Chilean Census (Chile, Instituto Nacional de Estadísticas, 
2012) and the National Survey CASEN (2000) were revealed. Summarizing, the results 
of this second national study were as follows: 
• In Chile, 12.9% of the total population have some disability, which means 
2.068.072 individuals. In other words, 13 individuals in 100, or 1 in 8, 
present some level of disability.  
• Of this 12.9%, about 19% have visual impairment, i.e., 4% of the total 
population of the country. This means that a large number of people 
(634,906) have total or partial absence of vision.  
• The largest number of visually impaired people of the country is 
concentrated in the Metropolitan area (Santiago) with 29% of them, 
equivalent to 184,122 people. This number also corresponds to 16.2% of 
the population with disabilities in the Metropolitan area. 
 




To finish describing the Chilean political landscape, it is important to note what resources 
Chile has to help face this social issue. Regarding infrastructure, there are around ten 
special schools for the blind spread throughout the country (Ramírez, 2008, p. 13). They 
implement the General Education Law 20,370 (LGE, in Spanish), approved by the 
Ministry of Education (MINEDUC) in 2009. This means that they follow the directions 
given by the government regarding a) ‘accommodations’ such as orientation and 
mobility, and b) special materials such braille displays or an abacus, among others. 
Thanks to this government help, these schools are free. 
Importance of Braille Notation to this Study 
 As mentioned before, international legal frameworks have been contributing and 
generating more and more interest on subjects such inclusion and diversity. However, we 
can say that while societies and their legal frameworks have significantly changed, the 
Braille system, on the other hand, has not experienced any major change since its public 
appearance in 1829 (Burgos, 2004) and its adoption in France in 1854 (Paterson, 2016).  
There have been some attempts to create other writing systems based on tactile 
perception alternative to Braille such as the Abreu system created by Gabriel Abreu, the 
Llorens system invented by Pedro Llorens (Burgos, 2004), or the New York Point 
invented by William Bell. So far, the Braille system is the only one that has been globally 
applied and most likely, will be carried into the future. See examples to compare these 
three reading systems in Appendix B. 
It is interesting to notice that, because several writing systems for the blind were 
invented simultaneously in the mid-nineteenth century, this period was called “the war of 




According to the National Federation of the Blind (2009) and Irwin (1955), this period 
lasted for about 80 years. Nowadays, and since Braille ended as the winner of the “war” 
the latest technological advances related to the blind population have wisely incorporated 
Braille into their projects. The birth of electronic embossers represents one of the biggest 
advances – comparable to the invention of the printing press for the sighted population. 
The invention of the electronic embosser primarily meant the beginning of the 
digitalization of the Braille codes. In other words, this invention made it possible for 
accessible copies in Braille to circulate through digital means. 
With the invention of electronic embosser, it was possible to produce Braille 
material in large numbers, thus democratizing access to the people. This invention has 
benefited literature, mathematics, chemistry, physics, computer science, electronics and 
music to name just a few of the disciplines that have developed their own Braille codes. 
People do not know how difficult it was to produce and distribute braille-transcribed texts 
in mass. To make a music score, for instance, it was required to type every Braille 
character by hand, and the final product could not include any error due to fact that 
adding or correcting “such things as fingering, phrasing, nuances, accidentals, or even 
actual notes, such revisions, in Braille, are, always very difficult, and, often, quite 
impossible, sometimes involving the rewriting of a page, or, even, of the complete work.” 
(Young, 1965, p. 24). Thus, to make only a few accessible copies of Wagner’s “Tristan 
and Isolde” (to name a long piece), it was necessary to work for months. 
There are authors who say that learning the Music Braille Code is extremely easy. 
Paschal (2014) said that he learned it in a week (p. 23), when in reality what he did was 




other hand, there are sighted authors who do not master the Music Braille Code, who 
have been saying for decades that learning it and especially teaching it is something 
“tedious” (Bernstein, 1946, p. 31; Cheslik, 1961, p. 98; Shepherd & Simons, 1970, p. 80). 
There are others that have more recently begun to reproduce similar fears about the use of 
Braille music, adding that it would be something “cumbersome” (Abramo, 2012, p. 41; 
2013, p. 17; De Zeeuw, 1977, p. 96; Kerchner, 2004, p. 34). What is delicate about these 
cases of “ocularcentrism” (as understood by Arnheim, 1990), is not only that most of 
them speak from ignorance of empirical practices of teaching music written in Braille, 
but that historically they have contributed to solidify the notion of that certain forms of 
knowledge are “incompatible with visually impaired embodiment” (Arnheim, 1990, p. 
93). Otherwise, it is not possible to explain why to this day these authors continue to 
promote the use of audio recordings as a valid means to teach musical pieces when, in 
fact, all the conditions are already given so that a blind student can learn music exactly on 
equal terms than any of her/his sighted peers. 
Unfortunately, only a few teachers such as Beryk (1965) and Taesch (1994) have 
strongly defended the idea that a music teacher has no justification to avoid teaching 
Braille to his/her blind students since “it opens the door to independence within the realm 
of music. And the blind child is no different” (Beryk, 1965, p. 75). In consequence, the 
use of Braille notation will take an important place within this study since it represents 
one of the most occupied means to provide autonomy and an independent living to people 




Theoretical Framework: Overview 
Although the issue of disability, its social dimension, and its link with the exercise 
of certain basic rights has been mentioned in terms of architecture and the unfortunate 
phenomena that occurred in Latin America such as the existence of the Telethon, there is 
a significant amount from Latin American authors who have already been publishing 
about it for decades. Martín (2007), Asís (2004, 2007), Asís and Palacios (2007), and 
Victoria (2013) have consistently expressed the need to understand disability on the basis 
of basic rights throughout Latin America. In this sense, there are two authors who are 
particularly relevant to this study. First Agustina Palacios, for being a researcher with 
extensive experience in international human rights organizations that speak about 
disability and for her ability to masterfully capture the conjunction given between the 
Anglo and Hispanic views on the “social model of disability” (2008). As pointed out by 
Abramo and Pierce (2013), by social model of disability, we must understand the 
following: 
   This approach rejects the dominant medical and rehabilitative definitions of 
“disability” which describe it as an objective, biological reality. Instead, a social 
model questions these definitions and approaches disability as a construction of 
social relations that marginalize those with bodies that are considered different 
from the norm. (p. 13) 
Second, Paul Abberley’s ideas (1987) are also relevant to this study, as he was one of the 
first to associate this notion of a social model of disability with the concept of oppression. 
In other words, according to Abberley it is necessary to place an emphasis on the 
importance of social origins of impairment as well as to recognize and oppose the social, 
financial, environmental and psychological disadvantages inflicted on impaired people. 




the first one who suggested to see both the social origins and social disadvantages as 
historical products, not as the results of nature, human or otherwise (p. 17). 
In concrete terms, through this study I intend to take the first steps towards 
establishing updated records regarding pedagogical practices in the field of Music 
Education for people with visual impairment. Although this research seeks to be an 
exploration that leads us to more general and applicable practices for any teacher 
interested in the subject no matter where he or she comes from, most of the statistical 
data and specific references are based on the Chilean and Latin American reality. This is 
mainly due to two reasons. First, the government of Chile, my home country, has assisted 
me with a grant to finance my studies abroad, with the promise that I will make 
substantial contributions and improvements to the socio-educational reality of the nation, 
a promise I am fulfilling through my academic training at the music school for the blind. 
Second, I have decided to stay mainly focused on the local reality of Chile and Latin 
America because, as it has been shown before, the number of people with visual 
impairment is highly concentrated in poor and/or developing countries. Additionally, and 
because of these two simple reasons, this study is framed within the few disability studies 
in education (DSE) that are (effectively) linked to social justice perspectives (Kelsey & 
Smart, 2012).  
Educator’s Role 
 This thesis is written for the new generation of music teachers who will be given 
the responsibility of teaching individuals with visual impairment—educators who will 
help to provide access to music programs to visually impaired students.  Through their 




of any musician regardless their levels of skill or impairment. As the international legal 
frameworks reviewed state, it is their right as musicians and our duty as educators. In the 
well-known book Pedagogy of the Oppressed, Paulo Freire states “To affirm that men 
and women are persons and as persons should be free, and yet to do nothing tangible to 
make this affirmation a reality, is a farce” (2000, p. 6). This statement is said in the sense 
that segments of society who are at a disadvantage—in this study’s case, we refer to 
students with disabilities, do not really have freedom of choice.  As it will be shown 
throughout this research, Chilean and other Latin American people with disabilities have 
unequal access to resources, which is what we, as trained professionals, have been able to 
offer so far. This study, therefore, is exclusively addressed to professionals in Music 
Education who want to use their subject matter as a tool for social inclusion. By 
inclusion, we will refer to “the opportunity for persons with a disability to participate 
fully in all the educational, employment, consumer, recreational, community, and 
domestic activities that typify everyday society” (Tilstone et al., 1998, p. 16). Thus, this 
research has been conducted for professionals who are seeking to reproduce, update, and 
expand inclusive methodologies in their classrooms. In other words, it is addressed to 
anyone who wants to fight at the side with those who are visually impaired “to transform 
the objective reality” (Freire, 2000). 
During the last ten years, there has been considerable controversy regarding what 
is the role of Education within the Chilean society. The discussion has revolved around 
the Market-State dichotomy; “It is a commodity”2 marked our current President, 
Sebastián Piñera. “It is our right, not a privilege” states the entire Chilean student 
movement existing since 2011. This particular case helps us to understand that 
 




educational issues are ultimately political issues, meaning that the possible solutions to 
these problems in Education also involves establishing and defending political stances. 
To state ideas such as “washing one’s hands of the conflict between the powerful and the 
powerless means to side with the powerful, not to be neutral” (Freire, 1985, p. 122), is 
primarily a political act. It is a clear answer to a dilemma that affects both teachers and 
students and, therefore, it is not my intention to evade such a dilemma throughout these 
pages. The political context matters, and it will take an important place within this study 
as well. To continue within Freire’s coordinates, educators have the duty of not being 
neutral regarding socio-political and educational positions as these affect their daily 
work. In Freirean words, educators have the duty to provide equal access and appropriate 
education to all learners including those with visual impairment, otherwise they would be 
washing their hands, rejecting the ethical responsibility attached to their jobs. Finally, 
extended analysis on how the context can affect inclusive policies in education, will be 
addressed in Chapter VII.   
Problem Statement 
 “Disadvantaged” and “high-need” students are expressions commonly used in the 
USA, for instance, in the legal instruments such as ESSA (Every Student Succeeds Act) 
signed by President Obama on December 10, 2015. In the US, this group of students, that 
includes the ones with disabilities, are identified within public schools in order to provide 
them access to Education through legal procedures ruled by law. Individualized 
Education Plans (IEP) is one of these —a legal document that commits a school district 
to providing special education and related resources to students with disabilities 




helpful information to allow people from other countries outside the US understand the 
function of an IEP. According to them, IEP also contains educational goals and 
objectives for disabled students. Tilstone et al. (1998) specifically, adds that these goals 
and objectives “focus on students’ development in the areas of social interaction, 
personal care, communication, literacy, numeracy, and study skills” (pp. 141-142). In this 
sense, being able to intervene in the curricula (or even modify them) represents a 
responsibility for all the teachers who face exceptional children in their classrooms, at 
least in the context of US public education. However, when it comes to bringing this last 
commitment to fruition in Chile and the USA, resources on practical strategies are 
currently not in the hands of music teachers who work with visually impaired students.  
In this study, I focused particularly on teaching strategies that are addressed to 
music students who have vision loss, at all its levels. By teaching strategy, I am referring 
to “a plan of a sequence of actions to attain a preestablished goal; a learning strategy is a 
plan of a sequence of actions to attain a learning objective” (Klauer, 1988, p. 355). In 
other words, part of this study consists in collecting and analyzing data from activities, 
lesson plans, curricular design given, etc. 
Finally, previous literature on this specific subject is almost nonexistent. Sadly, 
the few materials I have been able to gather in order to initiate this study have primarily 
focused on the challenges of working with people with visual impairment (Goldstein, 
2011; Moss, 2009; Taesch, 1994) rather than the relation of this practices with their 
social, cultural, economic, and political context. In addition to the sources just mentioned, 
there are several others that consist of informal narratives on personal experiences with 




networks. Furthermore, the practice of teaching music to people with vision loss 
including blindness in specific international contexts, has been also overlooked. 
Purpose Statement 
Given the educational high needs present across the entire population of students 
with visual impairment in addition to the fact that there are not enough resources, no 
teaching guides or related information for music teachers, nor solutions-based on 
international studies, a study that facilitates the understanding of this sensitive topic is 
currently highly needed. 
Research Questions and Study Design 
 Through this study I explored and discussed the following research questions and 
sub questions: 
• What are the musical teaching strategies implemented at a music school 
for visual impaired people located in the USA and at a K-8 school located 
in Chile? 
1a. What are the features of the school’s curriculum? 
1b. How are the lessons planned and structured? 
1c. How are skills assessed?  
1d. What are the backgrounds of the teachers and administrators? 
1e. What are the “philosophical” approaches of the teachers and 
administrators from these schools? 
• How are the students’ individual needs driving these inclusive teaching 
strategies? 




2b. How is the students’ performance during their lessons? 
2c. What are the backgrounds of the students? 
• How do the specific cultural, social, political, and economic contexts 
affect the features and implementation of these musical teaching 
strategies? 
3a. How does the Cultural Context, understood as a set of patterns learned 
and developed by a determined group of human beings, impact teaching 
strategies?  
3b. How does the Social Context, understood as a group of individuals that 
share the same culture and interact with each other to form a community, 
impact teaching strategies? 
3c. How does the Political Context, understood as the legal bond between 
participants and their schools with the State where they belong, impact 
teaching strategies? 
3d. How does the Economic Context, understood as the way societies use 
their resources to produce social welfare, impact teaching strategies? 
This is an ethnographic qualitative study that uses a two-case design based on two 
different locations. These two locations are a community music school for people with 
low vision including blindness, located in New York City, and a K-8 school for the blind, 
located in Santiago, Chile. Participants are six music teachers from both institutions and 
their administration staff.  
To capture a comprehensive picture that informed me about the characteristics 




field notes in several formal spaces of learning within these schools (e.g., instrumental 
private lessons, music theory lessons, instrumental ensemble rehearsals, choir rehearsal, 
accessible music technology lessons, braille lessons, general music lessons); b) conducted 
interviews with the participants; c) collected relevant artifacts and documents, and d) kept  
a reflective journal of my position and experiences in the study. By doing so, I was able 
to understand how music strategies get circulated across different formal spaces of 
teaching and learning in two different international contexts. 




Chapter II  
RELATED LITERATURE 
Hasta ahora [los hoyos negros] eran la solución de concepto de una ecuación de la 
Teoría de la Relatividad, que nos decía que podía existir algo como esto. Pero era una 
conjetura, teórica1 
Alejandro Sáez (quoted in Braginski, 2019) 
Introduction 
According to the Chilean electrical engineer, Alejandro Sáez, who along with 
others, was part of the Chilean observatory ALMA (Atacama Large Millimeter Array) 
that captured the first image of a black hole, they (black holes) where considered a mere 
mathematic entity until some months ago. Before this picture, black holes were just a 
solution to a group of equations, something that is known for being presumably there but 
that had never been seen. This particular phenomenon resonates with this study quite 
more than we may expect— on a totally different scale, of course, since there are not 
solid sources of information about how to teach music to people with visual impairment. 
We are in front of phenomenon that anybody can talk about but that nobody can actually 
describe with meticulous precision. In other words, and beyond the blurry picture of a 
black hole shared around the globe, what is important about having that picture is that it 
helps us to display the ability of transcending from a conceptual understanding of 
something to a concrete and visible verification of the same. In other words, it is this 
notion of being a ‘verifiable reality’ the one that allows hidden themes to be perceived as 
something real, observable by us and, in consequence, more human. 
 
1 “Until now they [black holes] were the conceptual solution of an equation from the Theory of Relativity, 




Thus, talking about strategies to teach music to the visually impaired community 
still sounds like talking about black holes. This research, in fact, is placed among the few 
existing initiatives within the investigative tradition in the field of music education for 
people with visual impairment yet to be solidified. Even though having authors like 
Goldstein (2011) and Taesch (1994, 1999) who have done constant work in the subject, 
or Moss (2009) who has already centralized music students with disabilities voices and 
experiences, they represent rather isolated cases. Undoubtedly, when Louis Braille—who 
was also a musician, designed his embossed writing system for the blind based on the 
Sonography invented by Charles Barbier (American Foundation for the Blind, 2009), he 
could not have imagined that nearly two hundred years after the publication of his system 
this field of study would remain in the darkness, that there would be so few advances and 
developments and especially that there would not be a solid research tradition on music 
and blindness. 
So far, very little work has been done related to the field of music special 
education for the visually impaired, both in the United States and in Chile. Virtually, 
there is no tradition within this field of work and investigation, therefore, the access to 
sources is extremely limited. On one hand, the majority of these consist in personal 
initiatives from the internet accomplished by teachers who have encountered visually 
impaired students within their classroom and/or experiences of these visually impaired 
students who thought that their experiences were valuable and useful for others.2 On the 
other hand, many of the collected sources are based on available statistical data. Among 
 
2 For example, these groups were found in a Facebook search in December, 2020: Teachers of the Blind 
and Visually Impaired, Resources for Teachers of the Visually Impaired – TVI’s, Blind Teacher’s 
Association, Blind Brook Federation of Teachers, Centro de Recursos para Alumnos Ciegos y de Baja 




them, the most important ones are public studies used by the governments to outline their 
policies. In this category, the few sources I am able to highlight are ENDISC 2015 
(Estudio Nacional de la Discapacidad, in Spanish), and Chilean Census 2017, to 
demonstrate the current state of music in special education.  
Reviewing literature for this study, which has no existing academic tradition, has 
been challenging. However, similar to researching black holes, this study is supported 
primarily through analyzing the elements surrounding the strategies for the visually 
impaired. Thus, in this chapter I will trace that topic from four different angles according 
to the following order: academic angle, teachers for the visually impaired-angle, music 
teachers for the visually impaired-angle, students with visual impairment-angle. 
 





Although there are disability studies in music education (DSE) such as Moss’ 
work on instrumental music students with visual impairment (2009), little or nothing has 
been said about this topic in Academia in relation to social justice perspectives. From this 
angle, ideas related to spaces where knowledge is elaborated will be central. Therefore, 
the effectiveness (or inefficiency) of the practices given within these spaces, will be 
present across this whole section. 
The Era of Silence 
In this first section, I will briefly explain how it is that topics such as the study of 
teaching strategies for the visual impaired people linked to a social model of disability 
seen through social justice lenses have not circulated in academia for decades. First, 
Kelsey and Smart (2012), after an extensive review of the literature of the clinical and 
practitioner journals of the American Psychological Association (APA), the American 
Counseling Association (ACA), and the rehabilitation counseling journals (journals 
dealing with disability policy were excluded in order to focus solely on counseling), 
revealed the following: 
   (1) A 25-year gap between the appearance of the first social justice article and 
second article. (2) The lack of social justice definitions; only one-fifth of the 
articles provided any type of definition. (3) The conflation of social justice with 
multiculturalism. (4) Less than one quarter of the articles discussed the lack of 
social justice experienced by people with disabilities, although racial and ethnic 
groups, immigrants, individuals of lower socioeconomic status, gay, lesbian and 
transgendered individuals, and women were included. (p. 230) 
Second, astonished by reading Kelsey and Smart’s article, I applied their analysis to the 
music and music education field in particular. Thus, I decided to review all the articles 




and from 2010 to 2019. By doing so, I realized that regardless the variety of specialists 
who were published within that decade, there were issues that were barely explored. I am 
referring to topics of my personal interest such as students with special needs, ethnic 
minorities, students (or professors) at social-economic risk, sexual minorities, 
inter/multicultural education, others culture’s educational experiences, etc. After finding 
the more than 480 articles from the selected decade, I read them title by title, and then 
abstract by abstract, just to confirm their topics and approaches—I did not read all the 
articles in reality, so this numbers represent an approximated amount, very reliable 
though. At the end of such exercise, I was able to establish the following: 
• Number of articles on students with special needs:  2000-2009= 3 
(0.82%); 2010-2019= 7 (2.80%). 
• Number of articles on ethnic minorities: 2000-2009= 1 (0.27%); 2010-
2019= 5 (2%). 
• Number of articles about students (or professors) at social-economical 
risk: 2000-2009= 2 (0.55%); 2010-2019= 3 (1.2%). 
• Number of articles that deals with issues of sexual minorities as its main 
topic: 2000-2009= 0; 2010-2019= 6 (2.4%). 
• Number of articles on inter/multicultural education: 2000-2009= 4 (1.1%); 
2010-2019= 10 (4%). 
• Number of articles about others culture’s educational experiences: 2000-
2009= 3 (0.82%); 2010-2019= 6 (2.4%). 
These more than 480 articles published between 2000 and 2019, seen as a whole, 
represent a time of silence regarding sensitive topics on inclusion for unprivileged people 
in the curricula.  
Fortunately, nowadays, there are many Music Education research journals that 




Educación Musical,3 to provide an example, has increasingly made calls for monographs 
on subject that centralize the social role of Music Education and the Decolonization of 
Music Education. By March 2021, the editors of this revista are expecting to collect 
significant amounts of monographs on “understanding Music Education as a human 
right.” The Action, Criticism, and Theory for Music Education can also be considered an 
example of a journal which includes sensitives topics described above, particularly since 
2007. Without going any further, their last call for paper includes topics on anti-
discrimination activism in music education. 
Strategies Based on Echolocation: Audiology and Music Composition 
Talking from an academic angle again, but in a much more optimistic tone now, 
Arias and Ramos (1998) invite us, first of all, to be aware of the particular perception 
blind people have. In their own words, “human echolocation is one of the most important 
factors to achieve independent and efficient mobility of the blind person” (p. 22). In this 
same sense, audiology, seen as a scientific discipline, has made great contributions to the 
understanding of how blind people interact with the world around them. In regard to 
echolocation under experimental conditions, Hüg and Arias (2005) introduce the 
importance of topics on sound and space, based on their chosen framework: 
   Sound localization is an area of spatial audition, a field that studies how an 
organism uses aural information to infer certain characteristics of the near 
environment; what is producing the sound, where does it come from, what distance 
and in what direction is the source from which it originates, among other things 
(Clifton, 1992). (p. 289) 
 Additionally, Hüg and Arias, based on the studies conducted by Perris and Clifton 
(1988) and Mills (1972), and after collecting extensive quantitative data of their own, 
have stablished that the rotation of the head is important because “this movement allows 
 




the subject to face the sound producing source-place of greater acuity in location- and 
provides dynamic binaural indications that are very important for localization” (Hüg & 
Arias, 2005, p. 289). This type of topics circulating in academia see one of their last 
stages of development in studies such as López, Sanabria, and Ibáñez’s Desarrollo de la 
cognición espacial en invidentes congénitos con apoyo de dispositivos tecnológicos 
(2006) 4 where the notions of echolocation and “spatial cognition” get much deepened 
through the use technological devices tested on people who are blind in experimental 
conditions. Thanks to the information collected by sensors and its translation to haptic 
signals, participants were able to identify objects’ location, distance between objects, 
objects in regard to the position of their heads, and colors (p. 7). What is important 
behind these scientific approaches is that they help us to verify that studies on visual 
impairment from a medical model have been discussed for decades. Also, this research 
tradition seems to be, more than anything, based on quantitative data. 
Now, on the other hand, if we look at how a topic as essential as echolocation has 
been treated in the context of the Music Composition field, we may be happily surprised. 
Shirley (2009), introduces the topic in a beautiful way: “The idea of musical antiphony–
one musician or set of musicians answering another across a space–is as old as Isaiah’s 
cherubim clamoring ‘Holy, Holy, Holy’ to each other’” (p. 1). 
 Thus, although concepts such as antiphonal, ritornello-epidosi, responsorial, 
concertante, polychoral, cori spezzati, call-and-response do not mean the same, they all 
are examples of a certain focus on the spatial dimension of sound. While spatial 
dimension is as common as two people talking, from a compositional point of view, we 
 
4 “Development of Spatial Cognition in congenital Blind People with the support of Technological 




can track a particular development throughout Music History. Regarding the use of cori 
spezzati (split choirs), for instance, Shirley (2009) reports that in the XVI century St. 
Mark’s Basilica in Venice, with its two balconies with organs at opposite ends of the 
crossing, played a fundamental role in the development of this musical texture. Pieces 
such as ‘O Magnum Mysterium’ by Giovanni Gabrieli are iconic regarding the treatment 
of space in music. In this sense, if we expand the search for more examples of this 
compositional notion across different music periods, we can identify several other 
masterpieces of choral music such as Heinrich Schütz’ St. Matthew Passion, Verdi’s Te 
Deum, Mahler’s Eighth Symphony, Berlioz’s Romeo and Juliet (Capulets and 
Montagues), among others (Shirley, 2009, p. 1). 
If we briefly describe this situation on contemporary scores, we can identify 
pieces such as “No hay caminos, hay que caminar... Andrej Tarkowsky” (1987) composed 
by Luigi Nono where we find seven groups, choral and instrumental, arranged 
strategically in space (see the position of the seven groups in Appendix C). These choral 
and instrumental groups perform exact repetitions of a same musical passage alternately, 
which makes a clear compositional work based on an aesthetical use for echolocation. 
Going even further, merely on the instrumental field, we found pieces such as 
Persephassa (1969) by Iannis Xenakis where six percussionists distributed around the 
audience perform concrete musical-spatial gestures proposed on the score.  
To conclude, all of these pieces mentioned above were based on the notion of 
space as another musical parameter which is particularly relevant to us. Musical space is 
a real construct, and may provide cues to considering how crucial spatiality/echolocation 




notice how these both disciplines, audiology and composition, can converge into a 
powerful idea: it is necessary to know/understand the way blind people interact with their 
environment through sound in order to be capable to develop solid strategies based on 
echolocation. 
Teachers for the Visually Impaired Angle 
Under this angle, ideas related to methods of teaching and learning in educational 
institutions for the blind will be the main focus of each point. Therefore, the use of 
Braille notation, which seems to be one of the primary means to teach the blind in formal 
institutions, will be present across this whole section. 
Braille Literacy: Autonomy and Independence 
Having literacy skills is, undoubtedly, a crucial factor in the academic and 
personal development of the individual seeking any participation in society. Seen at a 
social level now, countries require a sufficiently skilled workforce to contribute to the 
economic development of the nation. In the case of the United States, it is estimated that 
70 percent of blind people are un-employed (Taesch, 1999). This is why having literacy 
skills finally promotes the acquisition of work and the individual’s participation in any 
economic activity, otherwise independent functional living is seriously at risk. In this 
sense, Englebretson’s analysis (2009) on this matter is highly documented, particularly 
when argues that “braille literacy is often implicated in higher levels of employment, 
financial security, education, and greater personal independence (Eldridge 1979; Ryles 
1996, 2000; Schroeder 1989, 1996, 2000; Stephens 1989)” (p. 67). 
  Similarly, teaching Braille music notation provides personal independence for 




others (Días, 2010). Braille notation is, therefore, the key to provide inclusion for the 
blind so they can participate effectively in any music program. Which point gets 
concisely displayed by Blanton (1989) when she points out that “Many blind students 
have found difficulties in getting fine arts departments to accept them. Without some 
form of music notation literacy, the problems could be even greater” (p. 4). 
Taesch (1994) and Goldstein (2011), on the other hand, are among the few 
authors that establish strong arguments to promote the use of Braille music notation. 
Taesch in particular comments on how harmful it can be to learn solely by using pre-
recorded music as a model since this denies students access to their own unique 
interpretive process (par. 4). In the opinion of this researcher, he adopts a unique position 
to defend the use of Braille music notation, and takes it even further by adding in the 
same source that “to learn by listening only is merely a form of plagiarism” (par. 4). Such 
positions require to, at least, be analyzed since they contain an important part of the plot 
base expressed by blind authors to defend autonomy and independence across their 
community, which Taesch takes even further placing the discussion into a purely 
aesthetical level. 
Finally, it is important understanding that our job as music teachers is intrinsically 
attached to concepts such as autonomy and independence. In this sense, although each 
student constitutes a unique case, there are not formulas to teach diverse groups of 
individuals with special needs. Yet, there is a single crucial criterion that goes across all 
of them as also across all the legislation and educational decrees reviewed so far: you 
must know how to properly serve the specific learning needs of your exceptional 




independence will become increasingly more and more important in regard to the 
teacher’s role. 
Special Needs in Progress 
In general, it is possible to classify vision problems in three categories: eye 
diseases, eye conditions, and hereditary eye conditions.5 If we focus on eyes conditions, 
we can find diseases like Aniridia, Diabetic Retinopathy, Open Angle Glaucoma, 
Keratoconus, Macular Degeneration, and Retinitis Pigmentosa, just to name a few, that 
consists in conditions that can manifest progressive forms, i.e., if not properly treated in 
time they may lead the individual who suffers any of them to total blindness. Let’s take 
the case of Aniridia, which is a congenital hereditary eye condition where the iris is 
underdeveloped. This condition, as for now, is irreversible therefore its treatment is 
basically focused on controlling the symptoms, mainly through the use of diverse kinds 
of lenses. In cases like this, where there is no cure and, therefore, unfortunately vision 
can only get worse through time, a “new type” of special need arises. We refer to special 
needs that evolve as the eye condition progresses. In spite the importance this last idea 
might represent, I could not find one source or case study related to the particular subject 
of special music education for people with progressive forms of eyes diseases nor about 
their ‘special needs in progress.’ A ‘special need in progress’ necessarily means/implies 
an ‘accommodation in progress’ as well. So, based on this kind of cases, we, the teachers 
who work with people with visual impairment, have to be capable to ensure, among many 
other things, a transition from print materials to their Braille version. See a possible 
example for this in Appendix D, Printed-Braille Score. 
 
5 These types of classifications have been used for a long time in the academia, for example, in the course 
VI 34 (Education Implications of Visual Disability) at Dominican College Bronx, New York campus, given 




Trend: The Graphic Dimension of Braille 
According to Esther Burgos (2004), throughout his life, Louis Braille developed 
useful mechanisms for his fellows in order to have the same learning possibilities and 
culture access than those who were sighted (p. 30). Analyzing these efforts, we can notice 
one in particular that might have pedagogical projection into the future. I am referring to 
the raphigraphy (or decapoint). Raphigraphy was invented in 1839 by Braille and 
Foucault, this system consisted of the use of raised dots to write the common literary 
symbols, and to delineate some geometric figures, maps and other drawings (Burgos, 
2004, p. 30). The invention of the ‘raphigrapher’ in 1839, therefore, confirms at least two 
things. First, Louis Braille continued the search for an efficient reading method, even 
after publicly presenting his writing system in 1829 (Burgos, 2004). Second, regardless 
the use that was meant to have, the raphigraphy proves that the idea of exploring the 
graphic dimension of the Braille system was there from the very beginning. An example 
of how the letters “A”, “B”, and “C” may look in raphigraphy could be: 
 
Figure 3. “A”, “B”, and “C” in raphigraphy6 
In the past, the manufacture of material in raphigraphy was something extremely 
complex to accomplish. This is because raphigraphy was based on an exact writing of 
dots to have a tactile illustration of an image. Thus, to make one of these illustrations, 
you had to follow specific step by step guidelines. (See a simple example design by 
 





Porter, 2003, in Appendix E). However, thanks to the invention of the electronic 
embosser and to the digitalization of Braille, nowadays we can achieve this goal very 
easily. Software such as Picture Braille allows us to make complex raphigraphic pictures 
without having to find and digit the dots one by one. 
Let’s consider some examples where a music teacher might use this technique. 
Elise Sobol in An Attitude and Approach for Teaching to Special Learners (2008) does a 
complete review of the National Standards for Music Education. In the section of her 
book entitled “Teaching Special Learners Critical Thinking Skills” she shows us, among 
various others, the next example: “Students will devise a visual organizer in the shape of 
a five-pointed star and choose five things of importance to remember about each 
prominent musician” (p. 80). That is a group activity, based on the (former) 9th standard, 
Understanding Music in relation to History and Culture, that intents to stimulate 
cooperation and critical thinking in students. Let’s imagine then that one of the students 
is blind and needs to access this educational experience from a tactile approach. The 
result of such accommodation might be (adapted from Sobol, 2008, p. 81): 
 
Figure 4. Beethoven’s Star7 
 





To finish, the Braille Authority of North America firmly establish that “the 
transcription of a text is not considered complete until the required graphics have been 
included” (The Braille Authority of North America; The Canadian Braille Authority 
L’Autorité Canadienne du Braille, 2011, p. 1). The implementation of these types of 
strategies could perfectly be a reality in any of our classrooms. In other words, through 
the use of the latest advances related to raphigraphy, we are able to ensure the minimal 
conditions so that a student with blindness can participate in activities such as the one 
offered by Sobol. 
Music Teachers for the Visually Impaired Angle 
Looking from this angle, ideas related to that what surrounds the teaching and 
learning processes in the field of music will be the main focus of each point. Therefore, 
key elements for this field such as educational approaches, resources available, and 
teaching methods, will be present across this whole section. 
Understanding the Relationship Given Between Body and Music 
In Spanish, when we talk about playing music or playing an instrument, we 
actually use the expression “touching the music” or “touching an instrument” if we 
translate it literally. This has exactly the same meaning as “playing music” or “playing an 
instrument.”8 Now, when we talk in Spanish about Braille music reading, the meaning of 
“touching music” becomes extremely more literal, since we certainly need to “touch the 
music” with our fingertips to be able to play it. 
On one hand, the above reminds us a universal maximum (axiom) of every art 
form; art is given to the world as the result of a body in action and a body who perceive 
 




it. In other words, there is a relationship between the social/cultural dimension and the 
human body (Le Breton, 2002, p. 58). That idea confirms that, in the case of music, 
artists certainly need, in one way or another, a physical relationship with music, with 
musical ideas. On the other hand, Daniel Simpson and David Simpson (2013), based on a 
presentation made at the 1976 Music Teachers National Association’s national 
convention, present their pedagogical recommendations that might be relevant to a study 
like the present. They point out that there would be a causal relation between the 
development of certain physical and psychological abilities and the development of 
musical abilities (in this case, mobility and keyboard proficiency). They support this idea 
based on two verifiable factors (not measured by them through concise data, though). The 
first one is the correlation observed between mobility and self-confidence, while the 
second is the correlation observed between mobility and space perception. They explain 
it this way: 
   By developing good mobility skills, the blind student need not rely on another 
person for matters as simple as locating the piano in his teacher’s studio to those as 
involved as attending concerts on his own, getting to the library, and, in short, 
participating fully in musical events. We suggest that the confidence that comes 
from this kind of self-reliance will carry over into one’s methods of study and 
manner of playing. The second reason for this connection between mobility and 
keyboard proficiency is much more overt. The cultivation of space perception or 
the ability to judge distances will have an obvious effect upon keyboard 
instrumentalists. (par. 4) 
Additionally, Hetland (2000) conducted a “meta-analytic” review on 15 
independent studies that discussed whether teaching of standard musical notation 
constitute a means to enhance spatial-temporal skills or not (p. 227). She concluded that, 
according to the findings of these 15 studies, learning to make music seems to enhance 




Considering these three arguments, first, the premise “touching”/musical ideas, 
second, the idea of mobility/self-confidence and space perception, and third, the fact that 
this latter correlation has been previously documented, I am able to responsibly state that 
it would be very necessary to start focusing on the development of Music Special 
Education strategies that operate within this conceptual framework, that is, strategies 
based on how music proficiency affects the ordinary life of a blind student, from a 
physical and psychological perspective. Without going any further, all of the above is 
broadly supported by the Chilean government through its regulations referring to the 
Curricular Basis of Elementary Education (Chile, Ministerio de Educación, 2012). 
According to this Decree, the benefits associated with musical learning constitutes a 
space to work social and affective attitudes and abilities such as balance, serenity, the 
development of basic trust when feeling accepted and protected. Thus, Music would be 
defined as an activity that enhances students’ self-realization and self-esteem, therefore, it 
would have a significant role in students’ life (p. 13). 
The Music Braille Code 
Braille music system, as literary Braille, is based on the use of six dots to 
configure symbols called “cells.” When we talk about Braille music, we refer to a 
specific code that allows music be notated by using those Braille cells, so that it can be 
read by blind musicians. A Braille cell is composed by six dots numbered in this way: 
 




It is possible to achieve 64 different combinations in a single cell and, alongside 
that, it is possible to link two or more cells to generate even more complex combinations. 
People often do not realize that almost all the music that exists today, including 
contemporary music, can be translated to Braille music notation. The Music Braille Code, 
which is updated continuously (last time was in 2015), is a very complete system with its 
own rules and symbols to enable describing all the music information found on the 
original print score. See a sample of Braille music transcription on Appendix F. 
Teaching Method: Movable Do or Fixed Do? 
Focusing on sight-singing, in general terms, we find two alternatives to face this 
type of music reading exercises: Movable-do and fixed-do strategies. On one hand, when 
talking about Movable do, it is assumed that what we are emphasizing is the perceptions 
of given relations between pitches within a key. Therefore, in this case the teacher uses 
this type of reading exercise so that the students can identify tonal relations. On the other 
hand, when talking fixed do, it is assumed that we are emphasizing the exercise of 
reading notes in a staff. So, in this case, the teacher uses this reading type of exercise so 
that the students can identify the name of the note they are reading (Nagel, 2005). 
Once the outlook of both reading strategies has been established, it is necessary to 
set one of the main arguments to discuss throughout this section, which will be 
manifested on Jody Nagel’s words: 
   The ‘debate’ between fixed-Do and movable-Do is essentially a debate between 
whether or not to emphasize the operational or the perceptual requirements of 
music. It is actually an absurd debate, since professional musicians require both 
operational and perceptual skills. (p. 1) 
  
In this sense, it is relevant to this study questioning how this very reasonable argument 




Before answering to that, we must add another element to the discussion, though. 
According to Jon Kochavi (2009), there is a strong connection between possession of 
perfect pitch and blindness, specifically, early-onset blindness. Thus, based on Hamilton, 
Pascual-Leone, and Schlaug (2004), Kochavi points out the existence of a 57% of perfect 
pitch occurrence among blind musicians (par. 14). 
I will display, then, three reasons (empirical and theoretical) to answer why 
Nagel’s reasonable argument does not apply when it comes to music students who are 
blind. These three brief reasons will reflect part of my observations as a music teacher of 
a school for the blind as well as the ‘notational logic’ behind the design of the Music 
Braille Code. 
First, I decided to make my own statistic evaluation regarding the younger 
children who attend the observed music school for the blind located in the US (2018). In 
a very few words, what I found was that around 50% of the younger students had perfect 
pitch. Second, thanks to my years working with children at the same US music school for 
the blind, I could notice a) an observable discomfort in my students with perfect pitch 
when they were asked to sing pitches using solfege names (movable-do approach), and b) 
even more discomfort when their classmates were singing the actual name notes (fixed-
do approach) but way out of tune. Third, as it will be developed in Chapter VI, the Music 
Braille Code is a notational system based on the exact identification of pitch. This takes 
greater importance within this discussion since it helps us to prove how Braille music 
notation has always been linked to the use fixed-do-based strategies.  
These three key elements mentioned above indicate how strong these ties given 




the use of fixed do are. In other words, when it comes to musicians who are blind, 
Nagel’s impartiality on the use of fixed- and movable-do strategies does not seem 
reasonable anymore. 
This debate becomes even more interesting if we place the discussion within the 
contexts of Chile and the United Sates. First, as in all countries whose inhabitants speak a 
Romance language, Chile is a place with a predominant fixed-do culture, manifested in 
practically every music program available. In Chile the word solfeo (solfège) is, actually, 
used to refer sight-singing based on the identification of the exact notes. For example, if 
we sing “Do Re Mi” it would only mean “C D E” to us —unless we were asked to 
transpose the intervallic-tonal relation to another key, in which case the names of the 
notes are often replaced by numbers (where Do = 1). To the point, in Chile, this debate on 
the use of fixed- or movable-do strategies to teach music students who are blind does not 
merit further analysis because a) listening skills naturally developed by an important 
portion of the musicians who are blind and the design of the Music Braille Code support 
the use of fixed do over movable do, and b) in Chile the use of movable-do strategies are 
very uncommon and, as explained above, they are used through associations with 
numbers, which does not represent any opposition to the Music Braille Code’s notational 
logic. In the case of the United States, on the other hand, we can notice that this particular 
debate is far from being concluded due to an important contradiction identified between 
a) the listening skills naturally developed by an important portion of musicians who are 
blind plus the notational logic behind the Music Braille Code (fixed-do approaches), and 
b) the great use and acceptance of methodologies based on solfa practice such as 




occurs with the social model of disability, context also needs to be taken into account 
when it comes to addressing this debate initiated by Nagel’s impartiality on the use of 
fixed- and movable-do strategies.  
Student with Visual Impairment Angle 
Hagen (1981) tells us about how was it that, since her youth, she was getting 
warned about certain (extra) expectations she was going to be required to fulfill in order 
to achieve and independent life style. 
   “You will have to be better than the best sighted person at whatever you decide 
to do. Because, if there is a choice between two people of equal competence, and 
one is blind or otherwise handicapped, the other person will get the job every 
time.” (p. 18) 
Accordingly, looking from students with visual impairment’s angle, ideas related to 
possible opportunities and challenges for people with disability’s development, will be 
present across this entire section. 
Braille in the Technological Context 
As established in Chapter I, Braille notation system is the only embossed system 
with projections into the future. This is mainly due to the invention of the electronic 
embosser and the digitalization of Braille codes. In this context, throughout this section, I 
will dedicate to review some of the main technological advances related to Braille and the 
special education field in seen in general, alongside that, I will review some tendencies 
that might have important projections into the future as well. 
Nowadays, when a sighted individual needs to read important information, he/she 
basically has two options, either to read from a hard-copy or from a digital copy. In both 
cases the reading process is guided, of course, through sight. Well, that is not the case of 




of Braille. However, if we talk about digital formats, we are referring to the use of Braille 
editor, screen readers, and refreshable Braille displays. 
Concrete examples of Braille editors and screen readers can be Duxbury Braille 
Translator (DBT) and NonVisual Desktop Access (NVDA) respectively. These two 
programs can be used by any person who is blind, regardless of her/his field of study or 
occupation. Duxbury Braille Translator is the most commonly used software to translate, 
edit, and emboss digitalized Braille. This program includes a Braille typewriter of six 
keys (Perkins machine) on a computer, which helps to stimulate the use of Braille codes 
by the new generation of Braille users (Rosenblum et al., 2010, p. 527). NVDA on the 
other hand, is one of most popular screen readers. It is also important to point out that 
NVDA exists in an open-source software, meaning two things, it is free and it is 
constantly being improved by the blind community itself. 
Additionally, we have the existence of refreshable Braille displays which are 
electro-mechanical devices for displaying Braille cells, usually by means of round-tipped 
pins raised through holes in a flat surface, that connects to a computer through USB ports 
or via Bluetooth, so a blind user can read the text on a screen through touching. 
Summarizing, unlike a sighted person, blind people access text through touch and/or 
listening depending on his/her access to technology, all of which places the use of Braille 
as the main protagonist facing the future of technological advancements in this area. 
Trend: Pedagogical Use of 3D Printer 
To what extent is it possible to explain what the Eiffel Tower looks like to a child 
who is blind? What shape does it have? How big is it? Let’s imagine for a moment that 




Tower looks like, however, we are ashamed to ask two apparently obvious questions: 
how big is “very big?” What does “spire” mean in this context? In this case Martínez 
(1998, p. 4) would add “When vision is impaired these two concepts [very big and spire] 
are much harder to understand and need to be taught.” Then the questions that bring life 
to this section appear: how would you explain the concept of ‘very big’ or ‘spire’ to 
someone who cannot see? Through touch? Then, how can we touch the ‘spire’ of the 
Eiffel Tower? Is that even possible?  
For any person, whether they are blind or not, touching the spire of the Eiffel 
Tower is not an option. However, we can develop certain tactile strategies by using, for 
example, a scale model that will allow the blind student to assimilate the characteristics 
and dimensions of such tower. Here is where the use of 3D printers begins to make sense. 
I would suggest the following fictional case in order to solidify the previous point. Let us 
imagine a teacher who needs to display how sighted musicians read in a Music Theory 
class for people who are blind. To do so, that teacher intends, in the first place, to show 
them how musical figures look (feel) like. So, the teacher has the idea to make material 
that gathers in itself the shape of a quarter note and the Braille notation of the same 
rhythmic value. The teacher goes to website such as www.thingiverse.com, 
www.sculpteo.com, or www.tinkercad.com, select the design of a quarter note previously 
made by other users, and customize it by adding the Braille cells that represent that 
rhythmic value. Finally, the teacher downloads and prints the customized model thanks to 
3D printer he/she has at home. What is the point of this story? Well, the teacher now has 
an innovative tactile material, durable and replicable, that makes possible the delivery of 




A situation like this is not too far from happening. First, because the price of 3D 
printers has significantly decreased in the past few years, which has widely democratized 
its access. Second, software (or websites) to design printing models are getting 
increasingly simpler and more intuitive. It is because all of the above, that the use of 3D 
printers might have a pedagogical projection into the future, especially if we consider the 
opinion of the Braille Authority of North America and the Canadian Braille Authority 
(2011) on these businesses: 
   Tactile Graphics, in combination with 3-dimentional models, need to be 
introduced early in the process of learning Braille. The ability to read graphics 
will be required for the understanding of concepts such as diagrams, graphs, and 
maps, and to be able to participate in standardized testing. (p. 1) 
Access: The Price of Being a Blind Musician 
Next, I will present a situation that should be considered when analyzing the 
landscape of blind music students in relation to their levels of access to possibilities for 
artistic and professional development. The information that will be described here allows 
us to understand part of the context in which blind musicians are immersed, and 
therefore, it will be the subject of analysis throughout this study. 
Today, Tuesdays, May 14th 2019, the price of JAWS (one of the most used screen 
readers) in its home version is of USD 1,000. The price of Duxbury (text editor) is of 
USD 695. The cheapest electronic embosser on the market sold by Perkins9 costs USD 
3,295. The lower rated refreshable Braille display device from the same company costs 
USD 2,295. The price of Finale (2019, retail version) is of USD 600 and the price of 
Sibelius (perpetual license) is of USD 599. Goodfeel Standard (software to transcribe 
print score music to Braille) costs USD 1,595 and Toccata costs USD 795. Finally, Sonar 
 




which is “the most accessible program for use in a recording studio” (Goldstein, 2011), 
that is also compatible with JAWS and has a price of USD 499 (platinum version).10 In 
other words, and without adding the price of the computer/laptop, a blind musician needs 
around USD 9,000 to be able to do their job independently and on equal terms of a 
sighted musician. This situation restricts musicians’ access to art and technology in 
general.  
If you are a blind user and you are reading this, you need to know that there are 
some few alternatives to avoid being “fleeced” by these “solutions” coming from the 
market. Program such as Perky Duck, Quick Braille, Biblos, Braille Blaster, are 
alternatives to Duxbury you can get free of charge. Perky Duck and Quick Braille, 
unfortunately, do not translate text into Braille.  
Regarding JAWS, which was here introduced as a screen reader compatible with 
Sonar, it is recommendable not to use it anymore unless you find it extremely necessary. 
If you switch to NVDA, you will be strengthening the only open-source screen reader 
that has been continuously updated according to direct requests made by its users. In such 
case, you will need to change Sonar by Reaper, which can be gotten for free as well. 
Finally, there are some free alternatives to Goodfeel such as Sao Mai Braille and 
BrailleMuse, which are software capable of converting XML files to Braille music. 
Creating these XML files, however, is still somewhat inaccessible since free score editors 
such as MuseScore 3 are not completely compatible with NVDA to this day. 
Having previously established the importance of mastering literacy skills to 
achieve any kind of social inclusion, and having recognized the projection of the use of 
the Braille codes in the technological and computational world, the very high price of the 
 




above-mentioned software, key for the inclusion of any blind musician, makes no sense. 
This should be an embarrassment to any so-called “developed country” and, ultimately, 
make us think how is it that the market profits with the special needs of our students who 
are blind and how this directly affects their possibilities for human and artistic 
development. 
Summary 
Very little work has been done related to the field of music special education for 
the visually impaired both in the United States and in Chile. Consequently, there is no 
tradition within this field of study, therefore, access to sources on this topic is extremely 
limited. Additionally, sources on this topic which are based on a social model of 
disability or linked to social justice perspectives constitute mere exceptions. Considering 
all of this, it has been necessary approaching the analysis of teaching strategies for the 
visually impaired from several disciplines and angles. 
First, from an academic angle, an “era of silence” has been identified in regard to 
an evident lack of articles about music strategies for people with disability linked to 
social justice perspectives. In consequence, alternative approaches on echolocation from 
audiology and Music Composition have been reviewed. Second, from an angle of 
teachers who work with people who are visually impaired, the importance of Braille 
literacy, an understanding of ‘special needs in progress’, and graphic dimensions of 
Braille have been discussed. Third, from an angle of music teachers who work with 
people who are visually impaired, the importance of understanding the Body-mind 
relationship, the Music Braille Code, and pedagogical approaches related to the use of 




music students who are visually impaired, possibilities and challenges of technology as a 
promotor of access to education have been discussed. 






Hay dos panes. Usted se come dos. Yo ninguno. Consumo promedio: un pan por persona. 
Nicanor Parra1 
Introduction 
A solid methodology can guarantee we reach previously indicated objectives, in 
this case the ‘truthful’ answer to three research questions. In other words, it makes our 
findings protected from random or indeterminate factors. Thus, and to stay away from 
contradictions such as those denounced in the ‘anti-poem’ by Nicanor Parra, our 
methodology must, finally, guarantee that the results of our investigation reflect a 
concrete and verifiable reality. Consequently, in this chapter, I will display, step by step, 
how I intend to build valid knowledge based on a qualitative approach. 
The purpose of this study is look closely at music teaching practices for students 
with low vision, including blindness as well as the context where these take place. It aims 
to explore a phenomenon that has remained out of the records for a long time. 
Particularly, I will look for common practices in two different schools for the blind in 
order to put on record how they teach music. 
This study will be guided by the following three research questions 1) What are 
the musical teaching strategies implemented at music school for visually impaired people 
located in the USA and at K-8 school located in Chile? 2) How are the students’ special 
needs driving these inclusive teaching strategies? 3) How do the specific cultural, social, 
 
1 “There are two loaves. You eat two. I eat none. Average consumption: one bread per person” Is a well-




political, and economic contexts affect the features and implementation of these musical 
teaching strategies? 
To capture all this data in detail, I have a) done observations and recorded field 
notes in several formal spaces of learning within these schools (e.g., instrumental private 
lessons, music theory lessons, instrumental ensemble rehearsals, choir rehearsal, 
accessible music technology lessons, braille lessons, music appreciation lessons, general 
music lessons); b) conducted interviews with the participants; c) collected relevant 
artifacts and documents, and d) kept a reflective journal of my position and experiences 
in the study. 
Qualitative Approach 
Denzin and Lincoln (2004) have defined qualitative research as a: 
   multi-method in focus, involving an interpretive, naturalistic approach to its 
subject matter. This means that qualitative researchers study things in their natural 
settings, attempting to make sense of, or interpret phenomena in terms of the 
meanings people bring to them. Qualitative research involves the studied use and 
collection of a variety of empirical materials (…) that describe routine and 
problematic moments and meanings in individuals’ lives. (p. 2) 
By definition, this is an ethnographic qualitative study because it aimed to collect 
data from the natural setting where the situations take place. In this sense, capturing my 
participants’ routines along with all the notions they have about their jobs is essential to 
the existence of a study like this. 
I chose the study of cases because of the importance of their geographical 
contexts in this research. To be clearer, Yin (2002) defines ‘case’ as a contemporary 
phenomenon within its real-life context, “especially when the boundaries between a 
phenomenon and context are not clear and the researcher has little control over the 




“case study is an empirical inquiry that investigates the case or cases conforming to the 
above-mentioned definition by addressing the ‘how’ or ‘why’ questions concerning the 
phenomenon of interest” (p. 138). Finally, by international contexts, we refer to the 
following factors that impact the quality of education and that, according to Butcher, et al 
(2011), are similar in all countries: Appropriate physical facilities; adequate time on 
teaching; adequate text books and resources; adequate supply of well-trained teachers. 
All of these need to be facilitated and supported by strong national policy, educational 
goals and management (p. 173).  
All of these factors will represent a help (or an obstacle) to the success of the 
teaching strategies I present. In other words, they must be taken into account for anyone 
who aims to “empower [blind] people as agents in their own transformation and that of 
their communities, helping them move beyond today’s limitations towards hope and 
action for a better future” (Butcher et al., 2011, p. 165). 
Settings and Participants 
This research was conducted in two different locations, a K-8 school in Santiago, 
Chile, and a community music school for people with low vision including blindness in 
New York City, USA. First, at the beginning of the Fall 2019, I observed music classes 
for a period of 4-8 weeks at the school located in Chile. This school (founded in 1951) 
covers all the levels from kindergarten to eighth grade. Its main focus is to educate, 
rehabilitate and train people with blindness or low vision to enable a progressive 





Second, at the end of Fall 2019, I observed music classes for a period of 4-8 
weeks at the music school locate in the USA. This community music school (founded in 
1913) is dedicated to artistic and educational excellence, garnering high regard among 
music schools in the New York area. Today, it stands proudly as the only community 
music school in the country for people who are visually impaired. 
Consequently, the participants of this study will be three music teachers from the 
K-8 school located in Chile, and three music teachers from the community music school 
located in the USA. This group of music teachers, like their own students, present all 
levels of visual impairment from mild vision loss to blindness. 
Participant Recruitment and Selection 
To recruit participants who can share their experiences and perspectives pertinent 
to the research questions of this study, I looked for participants who meet the following 
criteria: 
• Music teachers who have been working with visually impaired music 
students for at least two years. 
• Members from the administration staff from both institutions which were 
observed. 
Researcher’s Positionality 
Our experiences have a huge impact on the way we see things (Orellana, 2016), in 
consequence, in this section, I will briefly explain how my own identity impacted the way 
I saw, interacted with, and wrote about participants.  
In general terms, and to unpack part of my own identity, I am a sighted person, a 




and graduate programs in the NYC area. The present study on music students with visual 
impairment is inspired mainly by my experiences working as a music teacher at the 
school observed from the US since 2015, where I teach Music Theory, Braille Music, 
Music Technology, and Instrumental Ensemble. The study is also inspired by my 
graduate studies at the New York University with Dr. Elise Sobol. 
 Although I have already had contact with musicians with visual impairment in 
Chile, it was not until my arrival to New York that I got in close contact with their daily 
life reality. I am familiar with the way these musicians interact with the world, the 
dimensions of their disability, and some other disabilities commonly associated with their 
vision loss. Additionally, I read and understand the Literary Braille Code. I am currently 
pursuing a Braille certification given by the National Federation of the Blind, located in 
Baltimore, Maryland. 
Secondly, in regards to my musical experiences, it is necessary to mention that 
this research, and particularly the research questions 1 and 2, cannot be accomplished 
without the proper musical knowledge. In this sense, I position myself, first of all, as a 
composer and multi-instrumentalist with experience in writing, performing, and 
conducting across a variety of ensembles and musical styles. Additionally, I read and 
understand the Music Braille Code, and I have three years of experience as a music 
transcriber of print scores for a copyright company located in Chile. Because all of this, I 
brought experience and expertise to the challenges of collecting and analyzing teaching 





Thirdly, having bilingual and bicultural knowledge is clearly a privilege in regard 
to the cross-language qualitative research I collected. By speaking two languages, I am 
capable of building close connections with a wider group of people around the globe, 
which was particularly important in the case of the school I am less related with, in Chile. 
Additionally, knowing cultural, and social contexts in both Chile and the U.S., helped me 
to see hidden meaning beyond what is observable. This last is relevant for this study 
which focused on possible correlations between the international contexts and some 
specific musical teaching practices observed. 
Finally, it seems also pertinent to point out that although this thesis consists of an 
academic work written by a doctoral candidate who seeks to fulfill a degree from a 
western institution of higher education, I do not identify myself as a member of the 
academic community/elite. Likewise, some terms and part of the methodology used in 
this study —such as the word “American” and the fact of avoiding analyzing the data 
collected based on “coding” list respectively, to name concrete examples, are elements 
that do not identify me either and with which I am openly in against due to profound 
political-cultural and, to some extent, moral differences. My family taught me that 
Americans are all those who live in the American continent, as my closest friends in the 
United States have taught me that “coding” is a process for those who intend to legitimize 
their [subjective] way of producing knowledge based on qualitative data. Both examples 
help us to understand then how apart my family, my closest friends, and myself feel from 
those who, from a hegemonic position, seek to impose their way of seeing over others 
who are unprivileged. Smith, in “Decolonizing Methodologies” (2013), argues: 
   One of the many criticisms that gets levelled at indigenous intellectuals or 




a ‘real’ and authentic position. Of course, those who do speak from a more 
‘traditional’ indigenous point of view are criticized because they do not make 
sense (‘speak English, what!’). Or, our talk is reduced to some ‘nativist’ 
discourse, dismissed by colleague in the academy as naive, contradictory and 
illogical. (p. 14) 
In this sense, I position myself as an “outsider” who speaks from academy but who does 
not belong to any academic elite as I understand they normalize and reproduce a 
commodified educational model that seriously jeopardizes the access to an education of 
the most underprivileged students at a global scale. This point will be developed in 
Chapter VIII, in the section “Implications for Education Research.” To summarize, this 
study reveals my own identities, intersectionalities, and ‘epistemic privilege’ (Mohanty, 
2018). In other words, despite the fact that the circumstances in which I write this 
dissertation are typical of a person with lots of privileges, this thesis deals mainly with 
the point of view of a proud low-class Chilean from the suburbs of Santiago who simply 
came from the periphery to shake things ‘right in the center’, from below to talk about 
injustices that happen high up. 
Previous Exploratory Study at the Music School from the US 
In the Fall of 2015, I conducted a brief case study for a class at NYU given by Dr. 
David Elliott. The purpose of the case study was to collect and analyze information about 
what strategies teachers from the observed music school from the US were using in order 
used to teach rhythmic exercises written in Braille.  
Thanks to this short study I could learn, for the first time, about the method, the 
study design, and part of the instruments for data collection I plan used in this present 
research project. Thus, I interviewed and observed the classes of three music teachers 




notation. What was the importance of this very specific topic? This topic arose from the 
fact that, according to Music Braille Code, all rhythms are always associated with a 
particular pitch. In other words, you cannot write a single musical rhythm (value) without 
attaching it to a certain pitch, that is one of the fundaments of this system of music 
notation. In consequence, because of the fact that you cannot isolate the rhythmic 
dimension of written exercises in Braille in order to be explained separately, the teaching 
and practice of rhythm reading exercises become a complex issue that requires, at least, 
some kind of strategy. 
 
Figure 6. Pitch and Rhythm in a single Braille Cell 
There were three findings from that study: 
1) Within the observed institution there is consensus about that Music Theory and 
Braille Music teachers “should start teaching pitch in eighth rhythmic values 
first.” Such rhythm vales written in Braille seems to be easier to perceived by 
students’ fingertips since they only use the top part of the Braille cell, dots 1, 2, 4, 
and 5 (See Chapter 2).   
2) The three Music teachers agreed that the use of F (dots 1,2,4, and 5), in order 
to remark the difference between dots 3-6 and the other ones, is a good idea 
because this makes it possible to center the attention of the students in the lower 




3) There is also consensus among these three music teachers that it is essential to 
prepare a “clear and precise” strategy when it comes to teaching rhythmic 
exercises written in Braille. 
In conclusion, this exploratory study solidified my passion and commitment to 
investigate teaching strategies addressed to the visually impaired population, while I was 
learning about the effectiveness of qualitative approaches to collect data on the subject. 
Data Collection 
Data collection for this study took place from September 2019 to January 2020 in 
two different locations: (a) Santiago, Chile, and (b) New York, United States. Data were 
collected from four different sources: 1) observations and fieldnotes; 2) interviews and 
informal conversations teachers and administrators; 3) artifact and document collections; 
4) a reflective journal. Next, in the following section I will describe the purposes of each 
type of data collection. 
Observation and Fieldnotes 
According to Boeije (2010) and Merriam and Tisdell (2016), observation is one of 
the most important and common ways of collecting data for qualitative researchers. 
Moreover, observing with special attention to details of what it meaningful, sequences of 
events over the time, and the moods or ‘tone’ of a social contexts (Wästerfors, 2018), was 
especially helpful this project. 
In concrete terms, I conducted observations in several formal spaces of learning, 
immersed in the (international) natural settings in which visually impaired students were 
taught. In regard to this technique, Schensul and LeCompte (2013) add that it “requires 




activities with people in the field setting” (p. 83). Thus, I was immersed in formal spaces 
of learning such as instrumental private lessons, music theory lessons, instrumental 
ensemble rehearsals, choir rehearsal, accessible music technology lessons, music braille 
lessons, music appreciation lessons, and general music lessons. 
Interviews and Informal Conversations 
Interviews has been framed within different theoretical perspectives and has been 
used for a variety of research purposes (Roulston & Choi, 2018), however, in this 
research, interviews were used based on only two specific approaches a) 
phenomenological interviews (deMarrais, 2004), and b) hermeneutic interviews (Dinkins, 
2005). The first approach, on phenomenological interviews, was selected to focus on the 
experiences of music students “through asking open questions concerning the 
participants’ feelings, perceptions, and understandings” (Roulston & Choi, 2018, p. 235). 
The second approach, hermeneutic interviews, was selected to focus on the experiences 
of music teachers based on a “Socratic notion of dialog, in which researchers attempt to 
uncover participants’ assumptions by openly challenging participants to account for and 
justify what they say” (Roulston & Choi, 2018, p. 235). 
Documents and Artifacts Collection 
According to Rapley and Rees (2018), documents such as legal instruments, 
policy documents (be they national, regional, or local), organizational documents, 
newspapers and academic articles and textbooks are essential “in the production, 
reproduction and transformation of our contemporary landscapes… [and because of it] 
they deserve a more sustained and systematic analytic focus” (p. 391). In addition to that, 




real classroom setting. By artifacts we refer to, for example, tests translated to Braille, 
audio files of student’s performances, electronic devices and/or software, just to name 
some of the few. 
Reflective Journal 
According to Wheeler and Reis (1991), the use of reflective journals in academic 
research have often been classified into the three categories: “interval-contingent, signal-
contingent, and event-contingent.” In other words, and using Elliott’s (1997) words now, 
the difference between these three categories is that “interval” refers to an intimate 
journal which includes records of private thoughts, while “signal” refers to a more 
‘objective’ diary that may be written to be published, and finally, “event-contingent” 
refers to a simple list of events. In this study it was used as an interval-contingent design 
exclusively. In other words, I kept a reflective journal during the data collection process 
where I wrote personal thoughts at least once per week from September 2019 to January 
2020. 
Table 1. Summary of data collection 
Activity Description Date 
Observations 
and fieldnotes 
- Observations in different formal educational spaces (e.g., 
instrumental private lessons, music theory lessons, 
instrumental ensemble rehearsals, etc.). 
- Fieldnotes written down during the observations. 
September 





- Two teacher-centered 
- interviews and questionnaires. 
-  Administrators-centered interviews. 
- Informal conversations with both. 
 
In October 





- Personal documents: children’ writing (it could also be an 
audio or video, depending on the class) produced in formal 
learning spaces. 
- Personal documents: teachers’ lesson plans, they own material. 
- Public records: schools’ educational materials, information 
addressed to the parents and/or to the community. 
September 











For this study, although it was strongly suggested by a member of this dissertation 
oral defense committee (not identified), a process of coding was not applied. Stuckey 
(2015) describes the process of coding the following way: 
   The process of creating codes can be predetermined — sometimes referred to as 
deductive or, “a priori” — or emergent, or a combination of both.  Predetermined 
coding may be based on a previous coding dictionary from another researcher or 
key concepts in a theoretical construct. They may derive from the interview guide 
or list of research questions […]. Other codes [are] emergent, which means that 
they [are] concepts, actions, or meanings, that [evolve] from the data and are 
different from the a priori codes.  (p. 8) 
The suggestion of including a “coding list” arose due to certain “intuitive” treatment that 
I would have given to the data collected for this study. To be fair, it was never within my 
intentions to systematize the data analysis process looking for “‘deductive,’ and, 
‘emergent’ themes in the data I had collected [since it] would have been 
epistemologically inconsistent” (Colón, 2020, p. 51). In other words, this qualitative 
study did not intend to give an “objective” treatment to the data collected, much less 
establishing that “objectivity” on methodologies that validate, or worse, “legitimize” the 
quality of the information provided here. Quite the contrary, this study does not include 
any coding process or creation of coding lists to satisfy certain methodological 
expectations that are still framed within a positivist logic as part of a conscious and 
intentional effort. As my dear colleague Yan Carlos Colón (2020, p. 51) argues: 
“positivist researchers believe that, ‘concepts and knowledge are held to be the product of 
straightforward experience, interpreted through rational deduction’ (Ryan, 2006, p. 13).” 
What was carried out, then, consisted of a process “reviewing, reexperiencing, and 




of reconstructing data as established by Colón (2020). The latter has been described by 
the author as follows: 
   To reconstruct is an effort to stay as close to a lived experience as possible, and 
to be vulnerable in the process which is ongoing and never final. For me, 
reconstructing is also an effort to prioritize the existence and the will of the 
participants by resisting labels and categories and by allowing their truths to 
emerge naturally. (p. 52) 
His narrative approach, of an eminently subjective nature, far from being worthless for an 
academic research like the present, has been pointed out, in fact, as the basis on which the 
non-positivist conception of “objective social knowledge” is founded (Mohanty, 2018). 
Thus, Mohanty’s approach on subjectivity “elaborated through concepts such as 
‘intersectionality’ and ‘epistemic privilege’” (p. 418) served also as a point of view from 
which the studied phenomenon was analyzed since it mainly takes into account the 
identities and perspectives of myself as someone socially unprivileged as they “can 
produce a deeper knowledge of objective social structures and their effects” (p. 418).  
To summarize, in this study I did not employ any analytical process based on the 
use of labels for both my participant and myself. The diversity of several subjective 
points of view present in this study (particularly of those who are least privileged) was, 
indeed, an essential part of this study’s design. Now, how was the data analyzed in 
concrete terms? It will be detailed in a next section. 
Data Analysis 
The data collected for this study through observations and field notes, interviews 
and informal conversation, documents and artifacts collection, and a reflective journal 
were analyzed according to the following three phases. First, as suggested by my 




data collection. The goal of this particular phase was simply to link the data to this 
study’s three research questions. I organized all the qualitative data I gathered according 
to two large categories 1) data useful to answer the first and second research questions, 
what do the musical teaching strategies implemented at these schools for the visually 
impaired look like? And what is the relationship between these musical teaching 
strategies and the student’s special needs, and 2) data useful to answer the third research 
question, how the specific cultural, social, political, and economic international contexts 
affect the features and implementation of these musical teaching practices?  
Second, after completing the data collection, I proceeded to analyze the content of 
it seeking for emerging themes related to this study sub-questions. To facilitate this stage, 
I followed Boeiji’s (2010) questions: “What is going on here? What is this about? What 
is the problem? What is observed here? What is the person trying to tell? What else does 
the term mean? Which experience is represented here?” (p. 99). 
Finally, at a third phase, I triangulated all the data (Bogdan & Biklen, 2007; 
Creswell, 2013), comparing the themes and sub-themes analyzed, and doing member 
checking (Creswell, 2013) by discussing my findings with most of my participants. 
Validity 
As it has been just said, and to ensure the validity and trustworthiness of the data, 
I collected it by employing multiple methods such as observation, interviews, artifact and 
document collection, and writing a reflective journal from multiple participants in order 
to secure a solid triangulation (Bogdan & Biklen, 2007; Creswell, 2013). After 
completing the data analysis, member checking (Creswell, 2013) was also done. To do 




findings with most of my participants, so I could listen to their final thoughts on the data 
they have shared with me. This also gave me some updates regarding some sensitive 
changes related to the strategies collected and how they were affected during the COVID-
19 pandemic. 
Finally, as an attempt to avoid any damaging assumption, bias, and relationships 
with participants that could may impact the investigation (Merriam & Tisdell, 2016), I 
will keep a reflective stance across the whole study, and particularly in regard to my 
observation at the American music school where I currently work. 





K-8 SCHOOL LOCATED IN CHILE 
Resulta que los ricos son la gente más mala. Hacen trabajar a los pobres como 
animales para apilar sus millones. Ellos mandan a sembrar los zapallos y las 
papas y todo, y después se embuchan la plata que es del pobre porque él hace el 
trabajo. El rico le roba al pobre y a mí me da vergüenza ser hijo de rico. 
(Marcela Paz, 1974, p. 54)1 
Overview 
This excerpt has been taken and translated from Papelucho, written by Ester 
Huneeus also known as ‘Marcela Paz.’ Marcela, who was also the daughter from a well-
known rich family from Chile, founded the Hogar de Ciegos XXX in 1924, where a half 
of this study took place. To English-language readers, Papelucho is to Chileans what 
“Diary of a Wimpy Kid” is to the people from the United States. The fact that this school 
for the blind had been conceived from the beginning as a product of charity is very 
clarifying and useful in representing the long absence of the State of Chile in matters of 
Special Education and the reason why, even to this day, disability is still strongly 
associated with philanthropy in my home country. 
In this chapter, I will give a detailed description of the data collected in the Music 
School for the blind located in Santiago, Chile. I will describe the institution I have 
visited, my participants, and their students (from my participants’ points of view). 
Finally, I will describe all the teaching strategies I was able to observe in this institution. 
 
1 “It turns out that the rich are the worst kind of people. They make the poor work like animals to pile up 
their millions. They send them to sow squashes and potatoes, and then they keep the money that belongs to 
the poor because they do the work. The rich steal from the poor and I am ashamed to be the son of a rich 




Description of the Music School Located in Chile 
The K-8 school for the blind located in Chile is a ‘subsidized private institution,’ 
meaning it is an institution that receives funds from the State as well as private 
organizations. Its principal benefactor and administrator is a well-known foundation, 
which is a not-for-profit organization from Santiago. This foundation takes care of more 
than 100 people of all ages through a variety of educational, rehabilitative, and job 
reinsertion programs. The main programs observed for the purposes of this study are the 
Early Childhood Program, Pre-elementary, Elementary from 1st through 8th grade, and 
Rehabilitation. Diego (pseudonym), one of my participants, points out: “We have a 
population from babies to adults with visual disability, blindness or low vision. There are 
approximately 170 students.” 
Regarding the physical spaces observed during the data collection process, the 
school has a big garden and a two-story building; older students use the second floor 
while the younger students use the first. There is also a space for adult rehabilitation, an 
area for massage therapy, a gymnasium, a dining area, a library, a praying room, an 
auditorium, a technology lab, rooms for early childhood and an auditorium for 
commemorative events. In addition, the principal of the school recounted that the well-
known foundation from Santiago has additional programs throughout the country such as 
a labor insertion program, and an Orchestra for blind musicians. The K-8 school for the 
blind located in Chile as Hogar de Ciegos XXX in 1924 was legally recognized by the 





Regarding policies on attendance, evaluations, and personal hygiene, the school 
follows the normative put in place by the Education Ministry of Chile. The minimum 
percentage of days present required to pass a class is 60-70%, this is aside from the grade 
obtained in the class: “According to the recommendations from the Ministry of 
Education, no one should fail, even if a student misses a lot of classes. They should pass 
the class to avoid psychological damage,” points out Juan (pseudonym), one of the 
participants. 
Because the school takes care of students with special needs exclusively, it has 
classes of no more than eight students per classroom. Their performances as student are 
measured or graded by using the number from one to seven. In addition, students must 
wear the school uniform and are encouraged to upkeep their personal hygiene. Diego 
points out that these policies have been adopted by the administration voluntarily since 
they are not necessarily required as mandatory by the State who finances them. One of 
their reasons to adopt these policies is the necessity to prepare students for public 
secondary schools, where most of them end up once they finish their elementary school 
with us. 
Brief Description of Participants 
In this section I provide a brief profile of the three participants in this study from 
the K-8 school located in Chile. I will mainly present the initial data collected through 
field interviews; I used the same set of questions for each of them, asking about their 
lives and their points of view in relation to their jobs. I use my interviewees’ own words 
as much as possible and have avoided correcting their statements as well as assigning 





Diego is a music teacher and tiflotechnology expert (technology created to assist 
people with vision loss) and is about 35 years old. He has always had a profound love for 
music and since he was very little, his family encouraged him to play instruments. 
Additionally, he comes from a family of teachers which strengthened his ties to 
education. This is why he decided to study Music Education in a professional institute 
located in Santiago de Chile, and why he decided to apply for a job at the school. “I came 
to work here because, as a person with vision problems, I got interested in how to teach 
music to people with visual disabilities, since I had a hard time during college.” This is 
how he described his internship at the school, prior to being hired by the institution. 
   I love my job, I like being with the kids, teaching, it’s very satisfying. Besides, 
kids have vision problems, like me. That’s why we have a deeper connection, 
because I understand what they will have to face, how they are going to be 
discriminated against, so I feel that I can contribute in that sense to give them 
tools to be able to confront that, not pedagogically, but socially.  
When asked about what comes to his mind when he hears people talk about 
‘disability’, Diego points out that he understands it as “an opportunity for overcoming.” 
Diego is an optimist and believes we should view people based on their abilities and not 
their disabilities, because we are all capable and incapable of doing things. He plans his 
activities always keeping in mind his student’s abilities. This made me think, right after 
our first interview, that up to that moment, all my colleagues and teachers had taught me, 
implicitly, that students’ activities should be designed around what they were not capable 
of doing. I realized as well that I have never had a person with a disability as my teacher 
during my formal education; it is also so evident that I have never had a meaningful 




Diego shared: “When I see my students, I see that maybe we have a hard time with a 
specific thing, but we may have the capacity to do another. I think that in general that is 
the view one should have regarding disability, instead of a pitiful view.” 
When I asked him to describe his students, he pointed out that they are kids with 
visual disability, which includes blindness and low vision, and a lot of them have 
disorders associated with motor or cognitive “deficits.” He also pointed out that even 
though he considers that his students are very capable, they also lack opportunities for 
development. What is interesting about that affirmation is that Diego not only is referring 
to lack of financial resources from his students and their families, but also the low 
expectations of their parents, which in their majority, according to his perception, “think 
that having a kid with disabilities means that everything is lost and that predisposes them 
to not support the children in the way that the school would like the kids to be 
supported.” Even more, he is convinced that the kids whose parents are more involved 
with the institution have the best future in the long run.  
When I asked Diego about the prevalence of perfect pitch among his students, he 
clarifies immediately that the perception about blind people having special abilities or 
gifts to learn or perform music is “false and absurd.” He explains that although music is 
present in the school’s curriculum, to them, it is simply a tool to strengthen other abilities 
such as “social skills, a sense of order, and discipline.” He also adds that “it is not about 
making music for art, but we consider that it encompasses many other aptitudes that they 
can develop, such as teamwork and to be methodical.” He concludes by pointing that “the 
kids react to music like any other person, I don’t believe that they have an advantage or 





Juan is a classical guitarist who is about 50 years old. Although he does not have 
a degree in education, Juan completed advanced courses in Conducting, Choral 
Conducting, and Guitar. Juan’s road towards the K-8 school is more complicated than 
what one would suppose. He started his career in public rural schools outside of Santiago, 
where he focused primarily on creating vocal and instrumental ensembles. Thanks to this, 
and because of some contacts, he was invited to work at the K-8 school, where he was 
asked to create several instrumental ensembles as well. It is important to highlight, 
especially to the readers from the United States, that instrumental ensembles, choirs and 
orchestras are an exception in the context of Chilean public education. This is something 
that generally does not have the support of local governments or school administrators. 
That is the reason why Juan has become a crucial element to this study and why this K-8 
school’s emphasis on artistic education as a tool for personal development is an important 
theme (discussed in depth in Chapter VI). Currently, Juan also works in the Early 
Childhood and Primary Education Departments making the age range of the students he 
teaches three months to 13 years. 
When I asked about his understanding of disability, Juan’s response left me very 
surprised:  
   To me, disability is nothing other than not knowing. When you compare kids 
that have sight with those who don’t, I don’t perceive a disability. There are no 
differences, simply, one has to develop strategies to be able to know what to do 
and what not to do. As a teacher, you have to find the adequate tools to transmit 
the knowledge they need. [...] Deep down, disabilities don’t exist, they only exist 




This definition will be analyzed in depth in the next section about pedagogical strategies 
commonly used at the K-8 school for the blind, where we will see its relationship with 
Juan’s practice.  
Finally, when I asked Juan to describe his students, he said he has about 60 
students of which “80-85% have low vision, while 15-20% were ‘completely blind’.” 
This contradicts the numbers I received from the principal of the school and makes me 
wonder whether he knows or not the proper terminology to refer his school’s student 
body.  
Pedro 
Pedro is a music teacher with a degree in Music Education from Santiago of about 
35 years old. Since 2015, he leads the biggest instrumental ensemble of the well-known 
foundation from Santiago. Pedro grew up in a family of musicians, always surrounded 
with instruments and conscious about disability topics. He explains it like this: 
   I’ve always had a closeness with inclusion, not always with blindness, but 
always with inclusion, and I’ve been working here since 2015. I play multiple 
instruments and have been immersed in music since I have memory, because in 
my family everyone plays. Actually, my grandma was a pianist and was blind, 
and it was always interesting to me that she would play by ‘pure memory.’  
About how Pedro came to teach at the K-8 school from Santiago, he says it 
happened by “chance.” He was working at catholic private schools from the affluent 
neighborhoods of Santiago and focusing on his career as an instrumentalist with several 
ensembles when a member from the well-known foundation from Santiago, who was the 
son of Ester Huneeus (Marcela Paz, the writer), contacted him with a request that he take 
over the biggest instrumental ensemble of their well-known foundation. “I didn’t look for 




teaching repertoire to the students from the biggest instrumental ensemble of the well-
known foundation from Santiago which, from this point, will be referred as “The 
Orchestra” (pseudonym). Additionally, Pedro was in charge of programing concerts, 
scheduling them, preparing the orchestra, taking care of all the logistics involved, etc. He 
admits “I am somewhat disengaged with the curricular core of the program.”  
Pedro understands the concept of disability based on two coordinates, similar to 
Zúñiga’s (2006) view. On one side, he points out what could be the lack of any ability of 
the individual in itself, and on the other, he considers as or more important the influence 
that the surrounding environment has in the process of the individual’s integration to 
society. In his own words: “I feel that disability is not just the person and their condition 
or health problem, but the environment is very important, and obviously public policy 
comes into play, among other things.” 
When I asked about his students, he told me that “The Orchestra” has six 
teenagers and two adults, all instrumentalists. “Three of them have perfect pitch” he 
quickly mentions. Additionally, he proudly tells me that one of his students has been 
admitted to the University of Chile on clarinet performance. He also adds that the school 
recently decided to pay a salary to all the orchestra performers. Pedro supports this idea 
and says that it has contributed to good pedagogical results since “motivation of the kids 
has grown a lot.” 
Finally, he mentions how important “The Orchestra” to the well-known 
foundation from Santiago since they act, in fact, “as ambassadors” of that foundation on 
lots of events out of the school facilities. This information certainly worries me, not 




they go and represent this foundation, but because I start to perceive that Pedro is not in 
charge of an instrumental ensemble class, but simply a group of workers. Even more, I 
have to confess that I had finished our first interview with the impression that I had just 
spoken with a musical producer, not a teacher. 
General Strategies Observed at an Institutional Level 
Technology and Devices Involved in Braille Learning Process 
From its semantic root, the word technology (τέχνη, techne, understood as ‘art or 
skill’; and λογία, logia, understood as ‘the study of’) tells us about the existence of a 
close relationship between [what we understand as] art and knowledge. Now, the word 
technology is understood as the application of science in order to solve concrete 
problems, enacted by people’s dominance over nature to facilitate their adaptation to the 
environment. It plays a fundamental role in the integration of all people in their 
undertaking of different human tasks, independent of their abilities (as Diego might add). 
The Braille system consists of a form of embossed literacy, specifically in dots, 
designed by Louis Braille in the 18th century. This system makes it possible for blind 
people to read and write the information they need in their daily lives. The system 
consists of one Braille cell which has six dots. It can generate 64 different combinations 
giving life to letters, punctuation signs, musical symbols, mathematical symbols, etc. The 
use of Braille notation in the K-8 school from Chile was promoted through variety of 
technological devices: 
• Slate and stylus. 
• Perkins braillers. 





• Computers with screens readers. 
 
Figure 7. Tetrapoint Brailler 
The Braille Learning Process 
In this K-8 school, the first thing students know about literary Braille is the notion 
of a ‘cell’, its six dots, and their location. Graphically, they correspond to two columns 
with three dots each. To the left, starting at the top we have dot 1 (⠁), 2 (⠂), and 3 (⠄). In 
the right column, again, from the top, we have dot 4 (⠈), underneath we have dot 5 (⠐), 
and lastly dot 6 (⠠). As previously mentioned, the different dot combinations are what 
give life to the signs of this system. We have to keep in mind when writing that if we do 
it using a slate and stylus, we would have to write as a mirror, meaning, from right to left. 
Therefore, the dots end up in a mirror motion; to the right we have dots 1,2, 3, and to the 
left dots 4, 5, 6. Example of slate and stylus writing: 
• Way of writing (from right to left): ⠊⠸⠸⠑⠈⠺⠘ 
• Way of reading: ⠃⠗⠁⠊⠇⠇⠑ 
This is due to the fact that when the page is on the slate, the dots that get marked 






Figure 8. Slate and Stylus2 
Alphabet and Braille Series: Methodologies to Consider 
Here, I will expose important considerations that I was able to gather regarding 
the methodology used at the school from Chile as they teach the Braille alphabet. The 
signs in this section are graphed visually as if they were being read, not how they are 
written using a slate and stylus, please keep this in mind if you are a stylus and slate user. 
Lastly, a recommendation to the readers with visual impairment, the signs are exposed in 
two ways: the first one in the known form as ink or visual, to then proceed to its Braille 
representation through the use of Braille Unicode Patterns. If you are listening to this 
document thanks to a screen reader, it is highly recommended to use a voice synthesizer 
named eSpeak NG as it is free and allows for dot-by-dot Braille Unicode Pattern lecture. 
One of the principal strategies used for teaching Braille System in this K-8 school, 
consists of introducing it in the three functional stages of the so-called Braille series. The 
first of these series is formed by the letters “a” through “j.”  
• Ink representation: a b c d e f g h i j 
• Braille representation: ⠁ ⠃ ⠉ ⠙ ⠑ ⠋ ⠛ ⠓ ⠊ ⠚ 
 





If we pay attention, the cells that form this series of letters were formed only by using 
dots 1, 2, 4, 5; leaving dots 3 and 6 available to form other characters. This series is 
taught first at this school, as they explain to me, because these cells are easier to identify 
by feeling them with your fingertips. The second series corresponds to the letter “k” 
through the letter “t” excluding the “ñ.” 
• Ink representation: k l m n o p q r s t 
• Braille representation: ⠅ ⠇ ⠍ ⠝ ⠕ ⠏ ⠟ ⠗ ⠎ ⠞ 
We can observe that this series is basically the same as the previous one, except that each 
letter of the second series has added dot 3; therefore, we can infer that letter “k” is the 
same as letter “a” only that now it includes dot 3. Likewise, letter “l” is equal to letter “b” 
but with dot 3 included as well, etc. This phenomenon occurs with all the letters in this 
series. The third series encompasses from letter “u” to letter “z” excluding letter “w.”  
• Ink representation: u v x y z 
• Braille representation: ⠥ ⠧ ⠭ ⠽ ⠵ 
We can observe that this third series is basically the same as the previous one, except that 
each letter of the third series has added dot 6; therefore, we can infer that letter “u” is the 
same as letter “a” only that now it includes dots 3 and 6. Likewise, letter “v” is equal to 
letter “b” but with dot 3 and included as well, etc. Letters “ñ” and “w” are out of these 
series because they were not considered by Louis Braille when he created his system of 
representation discernible by touch. Nonetheless, I will display them in order to complete 
the Spanish alphabet as well as the English. 
• Ink representation: ñ w 




According to what I have been told at Chile, when the students master these 
series, they can continue learning Braille Grade 2, Mathematics, Music, or any other 
Braille code. Even though these codes mentioned above use the same 64 possible 
combinations of the Braille cell, its meaning tends to more complex. There are even cases 
in which two or three cells need to be combined to be able to communicate one specific 
meaning. This is the main reason why this school does not teach notation of other codes 
until their students learn the contents of Literary Braille, which implies important 
curricular accommodations compared to a program designed for sighted students. 
Observations on the K-8 School’s Music Curriculum 
Contrary to what one may think about a school with a strong inclination towards 
the artistic development of its students, particularly when it comes to Music Education, in 
the K-8 school Braille Music is not taught. Instead, I have identified an emphasis and 
substantial interest from the administration for the students to learn and dominate a 
musical instrument or to be part of the school’s vocal ensemble. When I asked about the 
motive for this later, the principal of the school pointed out something that left me in 
shock. In a few words, she explained that their goal was to have the students on a stage as 
much as possible as to meet the wishes of the administrators and founders of the school, 
the well-known foundation from Santiago. Even more, when I asked her about what 
would happen if a student does not want to be part of any ensemble, she said “maybe that 
student should think about looking for another ‘educational project’ that meets his/her 
needs.” 
Additionally, the school does not have a music department or a music coordinator. 




developed by each of my participants from that school. Meaning, I could not trace any 
curricular connection between Professor Juan’s vocal ensembles, the instrumental 
ensembles led by Professor Pedro, and the general music class led by Professor Diego. In 
other words, there is not collaboration between these three music teachers when it comes 
to planning pedagogical units despite the fact that they teach the same group of students.  
Also, the General Music class is the only place where I was able to observe 
strategies that pointed towards musical alphabetization. This is why I will focus on 
Diego’s lesson plans to look at his strategies on music theory and musical notation. 
Consequently, I will focus on the activities designed by Pedro and Juan for all those cases 
in which I need to refer to pedagogical strategies related to vocal or instrumental 
teaching. 
Strategies Observed from Diego 
Diego, being an expert in tiflotechnology and a teacher with vast experience in the 
field of Special Music Education, creates his own materials and curricular designs as he 
deems appropriate. Although this description of the immense work carried out by Diego 
could seem virtuous, in Diego’s own opinion, it is due to a significant lack of solid 
directives on the part of Chilean school observed, as well as the Chilean Ministry of 
Education regarding music education for people with disabilities. Diego mentions in his 
interviews that he feels that his students are the only ones who have really trained him as 
a professional over the years. That is to say, according to his perception, none of the 
strategies that he currently uses in his classes have been acquired thanks to his formal 




The first thing I observe when entering Diego’s classroom is a container to 
deposit the students’ canes next to a red stripe on the floor with a different texture from 
the rest of the floor. He quickly points out to me that this seeks to create absolute 
autonomy for the students once they enter the classroom. I am beginning to understand, 
then, that the space has been carefully modified according to the needs of the students 
because, unlike the music school from the United States, this K-8 school owns the spaces 
it uses. 
 
Figure 9. Cane Container 
In general, it could be said that Diego designs his pedagogical strategies mainly 
with his low vision students in mind. Consequently, many of the activities implemented 
by him revolve around the use of large sized artifacts or large printing notation 
(macrotipo, in Spanish), “it is the most basic thing you can use” he states. The latter is 
directly related to his own visual ability, in the opinion of this observer. “What would be 
the purpose of making materials and artifacts that he could not see himself?” —I note in 




impairment, the designed materials must necessarily be accessible for both the student 
and his/her teacher. In this same sense, and as a concrete example, Diego shows me two 
large boards designed by him that are used to explain what a PC desktop looks like by 
means of touching figures made of Velcro. See Figure 10, Desktop board. The idea 
behind said board was to be able to explain the Windows design for the concepts of 
“File,” “Folder,” “Start Menu” (blackboard on the left), and “Recycle Bin.” 
 
Figure 10. Desktop Board 
 Next, as we begin our conversation about what strategies he uses during his music 
lessons, Diego points out two things that happily surprise me. 
Rhythmic Pizza 
The Rhythmic Pizza consists of a piece of wood in a circular shape and with a 
diameter of about 60 centimeters long (24 inches) that simulates being a pizza, which is 
divided according to different proportions. Diego explains to me that his pizza can 
represent different time signatures which are divided into slices that, in turn, represent 
small fractions of such meters. Once these divisions have been established, we proceed to 




Thus, for example, if we divide a 4/4 pizza into four parts, each part will correspond to 
one quarter note. 
This ingenious device is used mainly to introduce rhythmic figures and their 
duration based on simple and intuitive mathematical operations. Diego points out to me, 
therefore, that this strategy should be implemented before any music reading activity. He 
tells me that it is not advisable to start reading and writing activities, whether in large size 
or Braille notation, unless students are able to perform at least a single note rhythm over a 
given steady beat. 
 
Figure 11. Rhythmic Pizza 
Notagrama 
Developed in México by Daniel Marcial, Notagrama is a device designed to 
practice reading and writing music, composing melodies or just to have fun playing with 
musical notes. According to Daniel, this innovative works based on a Led Mapping 
device that allows interaction with musical symbols in a tangible way thanks to a visual 
sensor and a Raspberry Pi.3 This didactic product consists of a large sheet with two 
staves, musical figures and shapes (i.e., sharps, rests, rhythmic values, etc.), and a 
 




computer capable of reproducing the melody formed by the chips. Notagrama works with 
machine vision technology, it has a camera placed above the sheet with which the 
computer determines the position and shape of the different chips available to create 
melodies. Such melodies are process by the small computer and then played through the 
two speakers that comes with Notagrama. In a few words, you just need to create a 
melody with chips to, then, put a circular chip on the “play zone” to listen to your melody 
through the speakers. 
This device was released in 2017, and the K-8 school from Chile acquired it in 
2018 at the request of Diego. He explains to me that Notagrama is the ideal tool to be 
able to do activities on conventional notation for people with low vision, but especially 
for blind people, as it would help them to understand how the Braille and print music 
notation are related, only by being based on aural and tactile strategies. The latter leaves 
me quite impressed because, although I had seen attempts to explain the relationship 
between both systems in a clear way, I had never seen such a solid artifact in this matter. 
However, and as I have recorded in my reflective journal, I still cannot understand why 
Diego states that Notagrama has been acquired mainly due to his blind students so they 
can get the difference between ink and Braille music notation systems when in reality he 
does not have in his plans to teach them the Music Braille Code. 
Braille and Large Print Notation 
Mastering music literacy skills is, without a doubt, a decisive element in the 
formal education of any musician regardless of her/his level of expertise. In the case of 
students with vision loss from the Chilean School, when I ask about how they learn and 




notation and literary Braille. The first consists of the use of large staves together with the 
use of thick markers. While the second consists of the description of the different 
parameters of sound in words written in Braille. 
I must admit that, according to my own notes, at this stage of the study I was very 
concerned about receiving only answers regarding accessible materials when I was 
actually focusing all my last interviews on teaching strategies reflected on activities, 
lesson plans, and curricula. It was at this point that I had to redesign my interviews in 
order to open spaces for dialogs about the research questions I needed to address; I refer 
particularly to these two: what were my participants’ teaching strategies and how they 
related to the students for whom they were designed. 
After insisting a few times, Diego tells me specifically about two activities that he 
usually does with his students: rhythmic dictation and pitch dictation. He shares some 
samples of his students’ answers meanwhile he explains, with certain embarrassment, 
what these activities were about. “To teach musical literacy I have some folders per class 
where I put templates of large staves or thick paper for Braille typewriters, so each child 




Figure 12. Rhythmic and Melodic Dictation4 
Strategies Observed from Juan 
Juan teaches children ages three months to 13 years old, the classes he teaches are 
Early Stimulation and Ensemble and Choir. The musical work that is carried out in early 
childhood began, as he explains to me, with a need to reassure the families of the babies. 
In this class, music is used therapeutically, where the socialization of children revolves 
around music. Juan shows me some examples from his main “routine” for this class. It 
includes greeting songs and activities to facilitate the infant to walk. “They are taking 
their first steps as people as well as musicians.” In the first grade, Juan’s students are 
integrated into the vocal ensemble of this K-8 school and, depending on their interests 
and musical aptitudes, are integrated into various instrumental ensembles. Unlike his 
Early Stimulation classes, Juan’s ensembles are strongly focused on developing purely 
musical skills in his students. 
 
4 This sheet displays the answers for a rhythmic dictation written by a boy named Vicente; on it you can 




Early Childhood, from 3-month-old to 5-year-old Children  
Juan teaches this class to about ten children. As soon as we begin to talk about 
possible pedagogical activities, he immediately mentions one activity in particular that he 
states is quite effective in order to introduce notions of rhythm to infants. The strategy 
consists of stimulating the “rhythmic sense” of the students through the use of syllables 
and words in a repetitive way (see Figure 13. Voy! Voy! Corro, corro). This makes the 
meaning of the used word and the action taken while saying it to point in a same musical 
direction.  
 
Figure 13. Voy! Voy! Corro, corro5 
Juan tells me that his activities take place in the context of a larger plan designed 
by a team that includes an occupational therapist, physical therapists and speech 
therapists. Infants with low vision and blindness perform, then, the activities led by Juan 
with support of a kinesiologist and a speech therapist. In addition to this, while the above 
is happening, the parents of these infants are invited to participate in workshops given by 
psychologists, Juan tells me. These workshops are mainly focused on giving the parents 
tools to foster a sense of independence and detachment in their children. This last 
statement leaves me surprised, and when I ask Juan to elaborate on this last point, he 
shares the following: 
   While their children are in music classes, the parents have a session with the 
psychologist in another room. We take advantage of this to strengthen the 
children in relation to independence. So, we teach the parents that they have to tell 
 




the boys “son we’re going to go, I’ll be back later.” Our approach is therapeutic 
and focuses on making children relax and gain enough confidence to interact with 
each other. In the vast majority of cases parents overprotect them, and this makes 
children unable to share with other classmates without their presence. 
What is interesting from Juan’s Early Stimulation class is how he poses his 
pedagogical activities based on the needs, not strictly musical, of both the student and his 
parents. Ultimately, it is intended to generate possibilities for personal social 
development that positively impacts both the student and their family environment. In 
this same sense, Juan tells me of another strategy he commonly uses to reinforce speech 
development or even overcome typical speech problems of infants. This consists of 
choosing or composing songs that strengthen the pronunciation of certain phonemes that 
are often difficult for some people to acquire. As Juan explains to me how his 
compositions are constructed, I begin to understand that what he really seeks is for 
children to become uninhibited and improve their speaking skills by listening to their 
classmates’ intonation. It is inevitable for me, then, to mention all that I have been able to 
understand about how similar his methodology sounds to what here, in the United States, 
is referred as “peer teaching” or just as “peer interactions” (Brown et al., 2001). He 
replied: 
   I totally agree because there are babies or children who have speech problems, 
or it is difficult for them to pronounce the “Rs,” the “Ds.” And when they visit our 
speech therapist, they become self-conscious and no longer want to speak. 
However, when these problems are addressed through musical activities, they 
become completely uninhibited and do not care if what they say is right or wrong. 
They just want to sing and be part of the activity, just like the rest of their peers.  
Juan’s classes have, according to what has been observed, a great component of 
vocal technique. The support for managing phonemes and expanding vocabulary seem to 
be quite relevant when he is planning his teaching strategies. He points out to me that his 




phonemes identified as difficult to pronounce according to the school’s speech therapist. 
Next, he makes a short talk about the phoneme in question in order to establish its use in 
spoken speech. In his own words it would be something like the following:  
   “La, la, la ... raise your hand who knows words that begin with La.” Then the 
kids start to imitate me when I use and exaggerate the “L” sound. I ask that they 
stay ‘stuck’ in the letter like this: “LLLLamp.” And then the association between 
the sounds and the words that they can form will come to mind. 
Finally, Juan introduces a song in which previously selected phonemes are used. 
These songs are from the popular Chilean children’s repertoire (Grupo Mazapán, Grupo 
Cantando hablo mejor, Grupo Zapallo, and 31 minutos, among others) or composed by 
Juan himself. 
First Grade to Fourth Grade 
Juan’s work regarding children from first to fourth grade consists mainly of 
singing and instrumental lessons to prepare them before entering some instrumental or 
vocal ensemble. During this period defined as “instrumental exploration” by Juan, 
students receive classes on various instruments such as metallophone, percussion, piano, 
singing, violin, and guitar from various guest teachers or from Juan himself. He explains 
to me that the idea is for students to try all kinds of instruments, especially during first 
and second grade, so that they can choose one in particular. Already in third and fourth 
grade, students take the first steps together with those instruments they have selected and, 
to the extent that they show certain rigor and progress, they are included in instrumental 
ensembles once they reach fifth grade.  
According to Juan, percussion is the most popular instrument among children 
while the violin is the most feared. When I asked him the reason for the latter, he points 




students find it even more difficult because “they cannot imitate your posture or the way 
you hold the bow and violin. This tends to make their posture hunched over.” 
 They tell me at school that all students have instrument classes on Tuesdays from 
8:30am to 3:45pm, that is to say, in this school a full day is dedicated to instrument 
and/or ensemble lessons. This largely resonates with the ‘educational project’ described 
by this schools’ principal. This topic sparked a great interest in me at this point in my 
data collection process at this school as I still do not understand the reason behind such a 
design. What happens to those students who do not choose any instrument and are not, 
therefore, part of any ensemble? I repeat the question, but this time to Juan. “When they 
go to language with Mrs. [XXX] they don’t say ‘no, I don’t want to go to language’” — 
that’s how Juan begins to explain the fundamentals of this ‘educational project’ to me. He 
points out that their project had a distinctive stamp. It is part of what identified them at an 
institutional level and the reason why students came to study at that establishment, he 
adds. It is important to stop here in order to clarify that this K-8 school for the blind is the 
only one from the southern part of Santiago. This is why students have to commute from 
distant boroughs every day, because they do not have any other choice available. 
 I mention to Juan, then, the exact words spoken by the principal of the 
establishment regarding his last point. I also add that it was the principal of the 
establishment herself who pointed out to me that, despite all the efforts made, they are 
still in debt with music literacy and with certain objectives we consider as ‘minimum’ 
according to the curricula of the government that finances them. Juan’s response leaves 
me speechless. 
   First of all, of all the sighted children in all the Chilean schools, I believe that 




grades one through eight. Music reading, in my opinion, is focused on people who 
can see. Louis Braille may have wanted to create musical literacy, but it is the 
copy of a system that is visual. So, if the children in Chile, all the children in all 
the schools, do not study music reading, why should blind children study music 
reading at such a young age? I ask myself that question (…) Here in Chile the 
music teachers —I did not study music pedagogy— they do not teach music 
reading to a child. My daughter, who studies in a private school, gets angry 
because her teacher doesn’t teach her how to read music either. She is in eighth 
grade and I have to teach her at home. I think that more should be taught in first 
grade, but in this school in first, second, and third grade, students still do not write 
even the basics in Braille literacy. I don’t know if you are understanding what I 
mean. I can’t teach you music in Braille if you can’t even write your name in 
normal Braille. So, from [the well-known foundation] they tell me that I have 
three months to prepare a concert with children from eight to twelve years old, 
which normally would take me ten months, do you think that I am going to spend 
my time teaching them Braille music? If in the end the utility is that the children 
are musical and capable to sing. I prepare them for a concert where the whole 
family will be watching them, where their self-esteem will rise, where society will 
see how blind children are capable of performing, where the world will applaud 
them, I don’t know if you understand me, I have that existential dilemma. 
This point is extremely delicate for a study like this and I would like to give it the 
importance it deserves. Although Juan seems to be right that it is necessary to have 
knowledge of Literary Braille before starting to learn the Music Braille Code, according 
to Herlein (1975), he is wrong on something fundamental that only a user of the Music 
Braille Code could realize. Herlein, like Juan, clearly points out that “a person should 
have a reading knowledge of literary Braille before he or she begins learning Music 
Braille” (p. 43). However, she demolishes any stance even similar to Juan’s when, based 
on Beryk (1965, p. 7), she adds that “Music Braille is usually begun during the student’s 
eighth year (third grade), but readiness is a more important factor than age” (p. 43). By 
readiness she refers to a minimum musical knowledge background that can support the 
study of the Music Braille Code since its reading is strongly tied to music theory. So, I 
wonder how we can even imagine the possibility of teaching our blind students to read 




From Fifth Through Eighth Grade 
 After an extremely awkward exchange during our last interview, that will be 
commented across further chapters, I decided to change the subject so that I can talk 
about Juan’s older students. The last four years of the elementary program mainly 
represent an intensive period of instrumental ensemble practice. For this, Juan has the 
assistance of eight intern teachers who teach cello, double bass, percussion, violin, brass, 
and guitar. He explains to me that the selection of repertoire and the scheduling process 
are defined according to the school’s own calendar for events and commemorations. In 
other words, and similar to what happened to me with Pedro, I cannot identify any plan, 
objective, or curriculum in the long or medium term. I got the feeling, again, of talking to 
a music producer who does not care about the learning process, but only about results to 
be showcased. Instrumental ensembles formed in this K-8 school, according to what they 
tell me, have performed for the Prince of England, former presidents of Chile, embassies, 
universities, cultural centers, etc. According to Juan, for these presentations a selection of 
the best students from each ensemble are made. Only a few are allowed to represent the 
well-known foundation at events outside of the K-8 school. This practice has been going 
on for many years, as I understand it. 
As I find myself unable to establish any conversation about teaching strategies 
reflected on activities, lesson plans, or curricula, I try to inquire about what training is 
usually given for these performances mentioned above. My intention is simply not to 
leave empty-handed and make the most of this last interview with Juan. We started 
talking about strategies commonly used when preparing for a performance. Juan tells me 




that this is something that should be rehearsed beforehand, especially if the students will 
not be allowed to walk onto the stage with their cane. In general, he explains to me, 
couples are usually formed by a sighted or low vision person with a blind person. When I 
asked Juan to be more specific regarding the role of the guiding person within these 
couples, he pointed out the following: 
   Thanks to the guiding person, children can improve their posture, know how to 
sit like a lady. It can be super macho, but deep down if they are dressed, more 
than machismo or feminism, is that it looks good, elegant, knowing how to 
behave if you go to a gala, or if you are invited to eat. We used to have kids with 
horrible manners and we had to teach them everything then.  
I completely desist from continuing to inquire about what he means by “sitting 
like a lady” or why his students, according to his opinion, do not have “enough class or 
social touch.” I limit myself to asking him if he wants to add something that was not 
covered in our interviews, to which he points: 
   It is very important to mention the responsibility you have when forming a child 
or a baby. If you measure that, you realize that it is a privilege that few people 
have. I would encompass all my work, adding that you have to give yourself 
completely to the children and provide them with a comprehensive education; 
everything is about process, process, and process. That is what I value the most 
about this school. 
Strategies Observed from Pedro 
Pedro is the teacher and director of “The Orchestra.” This group is, without a 
doubt, the greatest diffuser of the activities carried out by the well-known foundation that 
administrates and finances the school. Most of the members of this ensemble are former 
students of this school. In other words, they are people who studied with Juan and were 
part of his instrumental ensembles from fifth to eighth grade. It is important to clarify 




rock band-type instrumental ensemble with some brass and percussion instruments 
added. 
Pedro’s classes consist mainly of rehearsals with his band where the activities are 
completely focused on learning repertoire proposed by Pedro himself and/or by the well-
known foundation. According to what has been observed, the repertoire includes Latin 
American folk music, jazz standards, and repertoire typical of certain events (national 
holidays, Christmas, etc.). 
Rehearsing with a Band 
From our first meetings, Pedro had been mentioning the importance of aural cues 
when conducting an instrumental group. When asked about what he specifically refers to, 
he tells me that he has been using a tambourine attached to his right foot to give aural 
cues. This strategy has been implemented to enter sections of songs with two or more 
solos, and especially to finish these sections. Pedro says he is aware that, in general, it is 
the drummer’s role to give cues before or during songs. However, it is impossible for 
Maria (pseudonym), the band’s drummer, to check with her colleagues whether or not 
they are ready to start playing a piece due to her blindness. He adds that, lately, he has 
had a hard time getting his bandmates to listen to all of his aural cues because they have 
been playing at massive events where the use of amplification has been required, which is 
why he has started using a cowbell on one of his feet during the last rehearsals. Finally, 
he explains to me that each member of the band has their own Braille copy of the set lists 
to be performed, and that they only need a couple of “empty bars” to know when to start 




    
Figure 14. Devices Used for Aural Cues 
When asked about what method Pedro uses to introduce a new piece to his 
students, he tells me about a specific case that just happened a few days earlier: 
   If we are going to work on a new song, first of all, we listen to one or two 
versions of it. Now, if it is a piece that I seek to arrange together with the boys, 
then we listen to several versions in order to have different perspectives. After 
that, I work through sections of instruments and sections of the song’s structure. 
For example, a few days ago, we started learning a bossa-nova. First, I worked 
with the rhythmic section. (…) Once I got that ready, I see harmony, chord by 
chord. The boys have improved a lot in relation to that. Finally, by playing my 
guitar, I teach melody to my soloists, note by note. I usually record this type of 
rehearsals and share it with them through WhatsApp. 
Despite the fact that since our first interview Pedro has pointed out that he is   
aware of the importance of reading as a means to foster generate independence on his 
music students, all the strategies he described so far only point to alternative methods 
such as note-by-note, chord-by-chord dictation. He goes as far as to record and share 
rehearsal audios files. Sound appears to be the only means by which knowledge is 
transferred between this group of musicians. I wonder how much independence in 
aesthetic terms knowing, learning, and arranging a certain piece can generate from 
someone else’s version (Taesch, 1994). 
 With our second interview over, I’m beginning to realize that I have not really 




questions. Concerned about this, I make an unexpected change of plans, which I will 
proceed to explain in the next section. 
“The Orchestra” in Concert  
 Since it was extremely difficult for me to get information about teaching 
strategies related to instrumental practices through my interviews with Pedro, I decided to 
focus all my observations on the rehearsals and performance of his orchestra in the hope 
of being able to collect more information about my research questions one and two (what 
strategies are commonly used, and how they relate to students’ disabilities). 
In the next section, I will describe in the greatest possible detail one of the 
performances of “The Orchestra,” which I had the privilege of attending. In this concert, 
the “The Orchestra” releases its first named album named “Music for your eyes.” This 
album contains 10 iconic works from the Latin American repertoire such as “Libertango” 
(Astor Piazzolla) and “Maldigo del alto Cielo” (Violeta Parra) along with some jazz 
standards such as “All of me” (Marks & Simons). 
I arrive to the space where this concert will take place, it is the central patio of the 
Chilean K-8 school, it is a Wednesday, December 4, at 10:00am. I find Pedro assembling 
the equipment necessary for that day along with an assistant. The school begins to gather, 
parents and friends from the school arrive as well, most of the people from the audience 
are blind. The well-known foundation’s board arrives, to whom I have the pleasure to 
greet— there are about 80 people in total. Finally, the members of “The Orchestra” 
arrive, dressed quite formally. They begin to tune their instruments while Pedro asks me 




I notice that there are two keyboard players, and one of them has a keyboard that 
contains Braille notation made with a ‘Braille marker’ on it. These notes say “Sol” and 
“Do,” respectively. When I ask this young man about the reason for these marks, he 
points out that it helps him locate the middle C note. I asked if he knows or uses the 
‘American nomenclature’ (i.e., CDEFGAB), which is used in all the standard jazz lead 
sheets they were about to play, he confesses that he had never actually heard anything 
about it. After this brief interaction, I wish all the performers luck and head to my seat. 
 
Figure 15. “The Orchestra” in Concert 
Pedro kicks off the first song using a tambourine attached to his foot, it seems to 
be quite effective. The concert has already started and Pedro looks somewhat unhappy 
with the amplification system, as the sound levels are not balanced. There are instruments 
like the guitar that sound too loud and others like the clarinet that are hardly heard. At the 
same time, he plays the bass, he makes a number of gestures to the person in charge of 
the audio mixer system in order to let him know the changes he deems necessary. 
Musicians who usually give live performances will understand the importance of the first 
song on a set list, as it is finally there where they end up fine-tuning all the details in 
terms of sound to the audience and to the stage itself (monitors). The latter is due to the 




the venue that houses the performance. This type of mishap seems to be part of the 
routine of any musician used to playing in public, however, it is important to note that 
none of the musicians from “The Orchestra” had any chance of communicating any of 
their audio problems while playing, even though these were “evident.” Obviously, they 
cannot make eye contact with the person in charge of the sound. In that sense, Pedro was 
the one who had to take full responsibility for delivering feedback to the sound engineer. 
I wonder then, what would have happened if this type of situations, quite common in the 
lives of performers, had been previously rehearsed in such a way as to be able to 
implement a couple of simple gestures that allow communicating technical defects 
without needing visual contact. On the other hand, and while all this is happening in front 
of my eyes, I cannot stop thinking about what are the chances that a blind sound engineer 
student has today of being able to complete his/her program, or of simply working on 
little ‘gigs.’ 
After that, the concert proceeds normally. The orchestra plays a few more songs 
before reaching the last one, a piece composed by Víctor Jara called “La Partida.” It is 
extremely difficult to explain to a non-Chilean reader the importance of Víctor and that 
particular song in relation to the recent history of our country. Víctor Jara was a Chilean 
singer-songwriter, theater director, teacher, and political activist that played a pivotal role 
in popularizing the musical genre called “La Nueva Canción Chilena.”6 Being the third 
track of the album El derecho de Vivir en Paz7 (1971), La Partida, in the version by “The 
Orchestra,” was the perfect opportunity to refer to the entire process of convulsion and 
social unrest that followed the revolt of October 18, 2019 in Chile. At the end of this 
 
6 “The New Chilean Song” in English. 




concert, performed in December 4, 2019, some of the performers from the “The 
Orchestra” took the floor and began to speak out about violence on the streets, about that 
“it was not way to demonstrate” because everyone “has the right to live in peace” and 
that “hopefully soon the necessary agreements will be reached to be able to return to 
normality.” Just as it is difficult to explain to the non-Chilean reader why an artist like 
Víctor Jara is so relevant, especially to the Chilean working class, it is even much more 
difficult to explain why the words pronounced by some performers from the orchestra, 
right after their concert, contradict Víctor´s most basic notions on social justice. This 
particular point will be discussed in detailed in Chapter VII, about data collected from 
this school’s environment. 
Just to provide some context, most of Victor Jara’s songs, including the ones the 
album El Derecho de Vivir en Paz, were full of strong political messages on topics 
including imperialism, poverty, religion, Latin American identity, empowerment, and 
human rights. All these messages were abruptly silenced during the morning of Tuesday, 
September 11, 1973. Pinochet’s dictatorship had begun, neoliberalism had been installed 
in Chile, but not before eliminating all manifestations in support of the already murdered 
President Salvador Allende. Thus, musicians from La Nueva Canción Chilena movement 
struggled through censorship, exile, and in the case of Víctor Jara, rounded up, tortured, 
and killed by people from this extreme right-wing alliance, supported by the US CIA 
(USA. CIA, 2000). The causes of the Chilean social unrest, the revolt of October 18, 
2019, along with how this country has changed during 2020, will also be a matter of 





Finally, the concert ends, I go to greet each and every one of the performers, 
happy of their success but with a rather bitter feeling. 





MUSIC SCHOOL LOCATED IN THE USA 
Feliz Navidad has interfaced the English and Spanish cultures to come together and after 
all, we’re living in a multi-cultural world. 
José Feliciano (n.d.) 
Overview 
José was just a child when he began taking classical guitar lessons at the school 
for the blind I observed in the US. Back then, in the 1950s, the school was already 
teaching about Braille music notation to its students. José mastered, then, the literary 
Braille, the Music Braille Code, in addition to the guitar. Today, that same school for the 
blind has a new name, and the little child is known worldwide as José Feliciano, whose 
albums have sold more than 50 million copies. 
 José has always possessed exceptional talent; however, in my opinion, his 
successful career is mainly a consequence of having worked hard for many years and 
having had access to a quality education, which constitutes an important privilege to this 
day. The case of José, whom I know personally, is linked to the present dissertation in 
two ways that I would like to highlight. First, through this research, I am seeking to 
document and give access to solid pedagogical strategies that contribute towards a quality 
and free education. And second, like José’s musical career, I endeavor to combine the 
best of Latin America and North America. 
 In this chapter, I will give a detailed description of the data collected in the Music 
School for the blind located in New York, USA. I will describe the institution I have 
visited, my participants, and their students from my participant’s points of view. Finally, 





Figure 16. A Very Young José Feliciano1 
Description of the Music School Located in USA 
This chapter is about a community music school, a place for music study for 
anyone of any ability. There are no auditions required. “Our school is unique in that it 
only serves people with vision loss,” Karen (pseudonym), one of my participants, says. 
This community music school, founded in 1913, is dedicated to artistic and educational 
excellence, garnering high regard among music schools in the New York area. Today, it 
stands proudly as the only community music school in the country for people who are 
 





visually impaired. It is a not-for-profit entity that is financed through various sources 
such as foundations, corporate and government grants, individual donations, fundraisers, 
and earned income from tuition and music transcription services. 
They offer music classes and individual lessons to students of all ages. There are 
opportunities to play together in ensembles and there is a more comprehensive program 
for young people that encompasses a wider range of theoretical or practical musical 
subjects. Regarding their general institutional policies, they have had a policy in place for 
many years of no evaluations. The subject has come up repeatedly in discussion 
according to one of my participants, but they have refrained from implementing. Also, 
this school has no policies on attendance. When I asked about hygiene policies and 
possible use of uniforms, they explained to me that they consider it a personal issue and, 
in consequence, is dealt with on an individual basis as necessary; wearing uniforms was 
not part of their policies. Finally, this school does not have its own spaces but pays to be 
able to use a large part of a fifth floor of a well-known cultural and community center 
located on Lexington Ave. 
 In 2018, this music school terminated their association with a larger guild and 
became an independent entity. One of the consequences of this last was the relaxation of 
supervisor evaluation. In regard to the teachers’ labor, for example, as a program of a 
larger organization, the employees used to perform self-evaluations and were also 
evaluated by their superiors. However, since they are still developing their Human 
Resources department, this school does not perform any formal supervision. “Evaluations 
of teachers would be conducted, perhaps not every year,” Karen says. 




my participants stated that “we are a small school and thus can operate quite flexibly and 
nimbly.” They also tell me that the student body is not large enough to allow for great 
variety in classes. Apparently, this year of Coronavirus quarantine has pushed them into 
remote teaching allowing them the opportunity to expand and be more creative in some 
ways. Additionally, the school does not implement federal educational policies nor any 
type of individualized educational program, at least formally speaking. In this sense, one 
of the directors of the school explains to me that their students are assessed as best they 
can before being assigned to a teacher which, sometimes is a hard task “because [they] 
are a music school, families and academic teachers sometimes select not to provide all 
the information about students that might benefit a teacher in working with the students,” 
this director adds. 
Brief Description of Participants 
In this section, I will provide a brief profile of the three study participants from 
the music school located in the United States. I will mainly present the initial data 
collected through field interviews; I used the same set of questions for each of them, 
asking about their lives and their points of view in relation to their jobs. I use my 
interviewees’ own words as much as possible and have avoided correcting their 
statements as well as assigning personal characteristics or labels to them unless I 
considered it extremely necessary. 
David 
David is a music teacher with large experience in music technology and Braille 
music notation. He is blind. In regard to his formal training, he completed studies at Deer 




Music Education. David, who is in his 70s now, was looking for a public-school teaching 
job at the beginning of his career. He mentions the student teaching that was required 
back then, along with some mandatory courses. “I had better partial vision, I could write 
music on staff paper, but sometimes I did get people to write some music for me as well.” 
 David tells me that, in his academic training stage, both informal and formal, he 
was faced with great mismatches in curricular terms because, despite knowing Braille 
notation from an early age, he could not put it into practice during his formal education. 
This is due to a problem that, according to David, continues to this day and that affects all 
special education teachers observed for this study. We are referring to the lack of means 
and the difficulty in producing accessible copies of study materials. In other words, 
David’s musical literacy development was solidified over the years and, as his vision loss 
progressed, it was imperative for him to begin to focus on the use of Braille notation 
exclusively. He describes this stage of his life as follows: 
   It was a mix of things. I had mates who used to read me the assignments and 
things like that. I had enough vision to survive. (…) I could take a look at the 
print and read, read the print music. But that was back then. As time went on, I 
used more and more Braille music. I was always a Braille music reader, though. 
However, I had to either do it myself or get it transcribed. 
He also pointed out that he did not use large print scores during college, it was 
either printed and seen thanks to magnifying glasses, or it was Braille. This is relevant 
because David represents a prime example of what happens to the music students who 
experience progressive visual loss due to certain eye conditions. In his case, and 
according to his own words, he never got access to any type of curricular strategy such as 
a progressive transition in the use of different accessible formats. The implementation of 
an individualized educational plan (IEP) designed in the United States, for instance, 




(with inverted colors, depending on the eye condition), to Braille notation. As it will be 
discussed in Chapter VI, nowadays cases like David’s receive special curricular 
treatment. 
 David tells me that as he got out of college in 1964, he was looking around for 
work. He was teaching a couple of private lessons, tuning pianos when someone 
suggested he check out the music school for the blind. He decided, then, to attend some 
lessons at that school “to get to know the people.” He also tells me that, in the early 70s, 
one member of this music school faculty needed “to go away for some time to get a guide 
dog” and the program directors asked him to substitute for a few weeks. So that is how he 
got his first job. After this, he volunteered at this same school for some years, when he 
finally got hired in 1976. David has been doing a beautiful job in that same school since 
then. 
Anna 
 The first phrase that came out of her mouth during our first interview, and even 
before my first question, was “I am sorry, my English is not that good.” Anna 
(pseudonym) is a Russian professor who teaches Piano and Braille Music; she is blind. 
She works with the youngest ones at the music school. Anna says she is completely 
happy to be able to teach music to children, she confesses to me that she firmly believes 
that her early intervention work can make a significant difference in the education and 
lives of her students. 
“Before I started working at this school,” she starts, “I went to a school of music 
in New York City. At Queens College, where I got my bachelor’s degree in music 




stops and adds “um, in my home country, I also completed a bachelor’s degree in music 
and conducting. But when I came to this country, all my credits were not transferred. So, 
I had to do it all over again.” Then she proceeded to explain something that, frankly, I 
identified with a lot. She referred to the fact that no matter how much you try and grow 
during your formal training in your country of origin, it will have no value for a large 
number of educational institutions within the United States. In Anna’s case, she 
graduated with high scores and even received recommendations to attend the Moscow 
Conservatory. She goes further and points out that this happens because US institutions 
“would like to collect money for a longer time.” When I ask her if she had to start her 
academic life from the beginning once she arrived in this country, she concludes with a 
“Yes, I did. Four years in my home country. I worked there and, when I came here, they 
[the educational institutions she applied to] did not recognize it at all.” 
Anna tells me that she used to play the cello in her youth, just before losing her 
vision. With her vision lost, she spent a year adjusting to this new phase of her life and 
finding “a place where blind people could be welcomed.” Finally, she found out that 
there was a school for visually impaired people in Russia. But it was not going to be that 
easy, because she had to travel by herself to a place very far from home, taking two 
planes. She describes this latter as a complete challenge, particularly considering her new 
condition. Once she was at this music school, they tested her on rhythmic, aural, and 
singing skills. And since she did not know anything about the Music Braille Code, they 
asked her to learn it in record time. “I was pushed. I’ll tell you the truth. I was pushed. 
They said to me, ‘either you learn Braille or another person will be in your place.’ So, 




and withdrawn person, however, and as soon as our first interview concluded, I 
immediately noticed that she is actually a fighter. 
Karen 
 Dr. Karen XXX (65) is a piano teacher who grew up in Cleveland, Ohio and 
attended the Cleveland Music School Settlement, she is sighted. Her higher education 
began in Hamburg, Germany. Two years at the Staatlich Hochschule fur Music und 
Darstellende Kunst. Two years at the University of Cincinnati —College Conservatory of 
Music where she earned a Bachelor of Music degree. Then she studied at the Manhattan 
School of Music where she earned a Master of Music degree. And finally, she earned a 
Doctor of Musical Arts degree at the University of South Carolina. When I asked Karen 
about how she got to work to her school for the blind, she explains it like this: 
   My good friend, Dr. [XXX XXX], had formed an affinity for this school and its 
director (…). After much persistence he began as a piano teacher at the [school 
observed], rising eventually to become the director of the music school. He 
invited me to be a teacher when there was an opening, citing that my personality 
might fit very well in this school. He was right. 
She also confesses that what really made her stay in the school was the fact that 
she encountered students who were very diligent, trusting, and sincere. “Their 
musicianship is true, not affected. I also felt that I could have a voice and make a 
difference there” She adds. 
When asked about the difficulties she has to face when doing her job, Karen 
immediately referred to the challenges in dealing with getting music-materials to 
students. The latter will be covered in detail in a next section within this chapter, 
however, it is necessary to point out that Karen has been working at this school for 




vision loss. In this sense, she adds “the concept of disability has changed for me during 
my time working with people with disabilities.” Consequently, her job has always been to 
provide the accommodation needed that would allow any student to achieve their musical 
goal. Karen’s level of experience in the field of Special Music Education for the blind is 
the most extensive ever observed by this researcher. 
Finally, although Karen is part of this study mainly due to her position as a piano 
teacher and conductor of vocal ensembles for people with vision loss, it is also important 
to mention the fact that she is also part of the administration of the school where all this 
data has been collected. Karen currently holds the position of Director of Music Studies. 
Since I work for the same institution, this latter makes her my direct boss. 
General Strategies Observed at an Institutional Level 
Technology and Devices Involved in Learning Processes 
Unlike the school visited in Chile, this music school from the US has a long and 
close relationship with the latest tiflotechnological advances and with its main 
developers. Currently, this institution has a teaching body that uses all kinds of 
technologies to carry out its work. These resources include those already mentioned in 
the Chilean experience (slate and stylus, Perkins typewriters, Braille note-takers, braille 
refreshable displays, embossers, computers with screens readers) along with others that I 
will explain throughout this section. It should be noted that this school has its own team 
for creating scores in accessible formats made up of teachers and school collaborators 
who are experts in digitized Braille and large format scores adapted to people with low 
vision. Thanks to the work of this team, this music school currently has a digital library 




Among the resources that make this school a place of interest for this research, it 
is worth highlighting the various software programs that make it possible for students to 
develop their musical skills. In the first place, they have had access to the Goodfeel suite 
for several years. Goodfeel is a set of software programs created to produce copies of 
braille music in large numbers; it was developed by Bill McCann. In the words of Bill 
himself, whom I was pleased to meet, “Goodfeel is a suite of software that automates 
transcription of printed scores into accessible score formats including Braille music, 
verbal and audible musical cues.” This suite contains four software titles: 
• SharpEye (for scanning print music scores), 
• Lime (for reading and writing print scores), 
• Lime Aloud (an accessible version of Lime compatible with screen 
readers), 
• Goodfeel® Braille Music Translator (for automatically converting print 
score from Lime into the equivalent Braille music). 
Additionally, this music school has several copies of Duxbury which is a well-
known Braille-text editor. This school therefore has all the latest means to be able to 
create accessible copies of Braille, text and music, on a large scale. Along with the last 
mentioned, it has two computers specially equipped to produce music and teach Music 
Technology. These computers, one PC and the other Mac, have score editor programs 
such as Finale, as well as digital audio workstations such as Cakewalk Sonar 8.5 (fully 
accessible thanks to Job Access With Speech, also known as JAWS) and Logic Pro X 





 In relation to students with low vision, and similar to what happens in the Chilean 
K-8 school, this school has its own means to produce materials in large formats. In the 
case of text, conventional text editors such as Word are used, which allow all kinds of 
configuration in terms of size, design, and color contrast. And in the case of music, 
various Finale templates are used to be able to design customized scores based on the 
level of visual impairment of the student. These scores have, on average, two to six 
measures per system. See figure 17, Example of an Enlarged Score (11x17, landscape). 
 
Figure 17. Example of an Enlarged Score (11x17, landscape) 
Finally, in addition to the above, this school also has a big interactive smartboard which 
allows students with low vision to engage, through touch, with various activities designed 
on a computer. 
Transcribing Print Scores for the Visually Impaired 
Moving on to the Braille music transcription, I describe the complete process of 
how a printed score can be adapted into large sized and into the Music Braille Code 




the transcriber team at the music school. First of all, transcribing printed scores to any 
format required by music students with special need implies the use of at least three key 
elements: a) a score editor program (such as Lime, Finale, or Sibelius) b) a Braille 
translator from XML to Braille formats (such as Goodfeel, BrailleMUSE, or Sao Mai 
Braille), and c) a printer or embosser, depending on students’ level of vision loss. With 
these resources, it is possible to satisfactorily go from an enlarged version, in any 
possible size, to a Braille copy of a same printed score. 
Briefly explained, their transcription process is based on an original printed score, 
they proceed to write the music into their score editor program, Lime. This first step 
requires time and dedication, since any mistake done here will affect all the following 
steps and final outcomes. Also, once the original score is digitalized, they can make their 
first enlarged versions of it. How to do this step depends exclusively on the 
characteristics and tools of the music score editor you use, sometimes they do large print 
adaptation on Lime but most of the time, they do it on Finale. Second, to create Braille 
copies, the transcription team launches the digitalized score on Lime to Goodfeel where it 
gets translated into Braille according to the Music Braille Code rules. This step requires 
no more than a couple of clicks and some seconds. Once working on Goodfeel, they can 
edit the Braille translation cell by cell, if needed, as well as setting the dimensions of their 
final Braille hardcopy; 32 characters x 25 lines for letter size, and 40x25 for standard 
Braille paper size. Finally, they print or emboss their large size or Braille copy. Also, if 
needed, instead of printing or embossing these digitally accessible copies, they can be 
shared to the students allowing them to read it though visual or refreshable Braille 




Braille Music Teaching: Methodologies to Consider 
The community music school from the US has an extensive history of teaching 
the Music Braille Code, we refer to several decades during which the musical code itself 
has been modified. According to the inquiries made, this school has used the Primer of 
Braille Music written by Edward Jenkins in 1960, of which they have had several copies, 
for many years. It is important to point out to readers who do not have experience in this 
area of study, that although there are currently several Braille music manuals such as The 
New International Manual of Braille Music Notation (Krolick, 1996) or La Musicografía 
Braille (ONCE, 2001), Jenkins’ method is still used in this music school because it is the 
only one with a clear pedagogical focus that they have had access to. This method 
introduces the symbols of the Music Braille Code through several examples in various 
contexts, as well as including reading exercises which increase in difficulty in a 
progressive and planned way. Finally, and what generates the most interest to me, is that 
the presentation of the 30 Units of this method clearly reflects a large-scale curricular 
design. In the case of this music school, teaching these 30 Units takes about one or two 
years, depending on the age and musical experience of the student. 
If we analyze the contents of each of these units contained in Jenkins’s method, 
we can identify four areas of interest. These areas, by extension, become relevant to the 
teachers and students from the schools where it has been used. The thematic cores I have 
identified are: 
• Units related to teaching rhythm: 1. Eighth Notes, 2. Quarter Notes, 3. 





• Units related to teaching pitch: 6. Accidentals and Key Signatures, 7. 
Octave Marks, 8. Finger Marks and Hand Signs, 9. Rules for the Use of 
Octave Marks, and 10. Intervals. 
• Units related to teaching content exclusive to Braille music notation: 15. 
In-accords, 18. Doubling of Signs, 20. Moving notes, 21. Fractioning and 
Tremolo, 22. Stem signs. 
• Units related to teaching other content: 13. Repeat signs, 14. Slur and Tie, 
16 abbreviations, 17. Expression Marks, 19. Numeral Repeats, 23. 
Ornaments, among others. 
To conclude, the importance of reading methods such as the one developed by 
Jenkins is that in some cases, they correct for a lack of planning and coordination at the 
curricular level in educational establishments that have neglected curriculum 
development. They are also useful for programs strongly based on instrumental private 
lesson offerings. The US school in this study does not have an entity that develops and/or 
coordinates the content delivered across the courses they offer. In this school, two music 
theory teachers could be teaching contradictory lessons without anyone noticing (besides 
the students) because there is no coordination between teachers who teach in the same 
area. 
The lack of curricular development at this music school is due to causes other 
than those observed at the K-8 school from Chile, which is why I will proceed to explain 




Observations on the US Music School’s Curriculum 
Unlike what happens in Chile, the music school from the US, does not need to 
follow curricular guidelines by the entities who finance it. This opens a world of 
possibilities about what, how, and when to teach content. This flexibility is even more 
relevant when working with people with different abilities, since it gives us the chance to 
develop our own innovative curricula that can even become identifiers of a certain 
institution. However, and as has been expressed previously, the music school from the 
US does not have an entity that develops and/or coordinates the content delivered across 
the courses they offer. 
The music program for young people has as its backbone the large number of 
private lessons it offers, mainly in piano and voice. In this sense, it is interesting to note 
that, although in this school there is not the slightest coordination between teachers 
regarding what, how, and when to deliver certain content to the same group of students, 
by default, this is usually ‘outlined’ by the books used often by teachers. We refer to 
emblematic books, with repertoire that is usually presented progressively according to 
their technical complexity, such as books from J. Bastien’s piano series, Czerny Etudes,2 
or Bartok’s “Microkosmos” books. When consulting my participants, regarding the 
choice of content and repertoire that they taught in their private lessons, two of them said 
that they did not plan in advance, but rather chosen case by case and/or based their 
choices on how they had been taught. Likewise, it is interesting to note that, on certain 
occasions, the choice of repertoire made by the teachers of the various ensembles affects 
the contents of other classes such as private instrumental lessons, Braille music, and 
 





Music Theory. Certainly, this does not fill the gap of a program in which the curricula of 
the various courses offered are not related to each other, but even so it is still interesting 
that, in a program strongly oriented towards performance, it is precisely the choice of 
repertoire that helps the most to coordinate the contents and tools delivered to the 
students who attend such a program. 
Strategies Observed from Karen 
In addition to her duties as Director of Music Studies at the music school from the 
US, Karen teaches piano, music theory, leads an adult choir, a vocal ensemble for teens, 
and participates in the team creating materials in accessible formats. Of all the 
participants in this study, she is the most experienced in the area of education for the 
visually impaired. In addition to having academic degrees and decades of experience, she 
periodically attends congresses and meetings of experts in the area, which keeps her quite 
up-to-date with respect to the world panorama. 
In relation to her piano lessons, Karen uses all the accessible formats that exist to 
date. That is, from fully personalized large format scores to Braille. In addition to the 
above, the piano with which Karen usually teaches has a special sheet music stand that 
makes it possible to bring the printed sheet in large format to the face of the students, 
which is even more convenient for those who have problems fixing their sight to a 
specific point on the page (for example, people who suffer from Amblyopia ex anopsia). 
In addition to providing all the material described above, Karen gives them access to 
something even more valuable when it comes to visually impaired students: time. She is 
part of the team that makes scores in accessible formats, she knows practically each and 




understands with total clarity the importance of providing copies of the music in 
accessible formats ahead of time so the students can be prepared for their lessons. As it 
will be explained in Chapter VI, sight reading is not a realistic alternative when it comes 
to music students with low vision or blindness. It is in this sense that being able to plan 
the lessons and deliver accessible materials well in advance becomes a must for any 
teacher who works with people with disabilities. 
Tactile Staves and Musical Bingo 
 In relation to Karen’s music theory lessons, it is worth mentioning a couple of 
strategies carried out periodically by her for some years. First, at some point in the 
musical training of her students, especially when they already know the basic elements of 
Braille music notation, Karen decides to introduce certain notions to her blind students 
about how a sighted person can read music. She uses large tactile staves made of metal to 
which metal chips (magnets) are progressively added to represent notes, rests, and other 
musical signs. As with the Notagrama used in Chile, this activity tends to arouse great 
interest in Karen’s students as it represents one of the most concrete ways of introducing 
various musical signs used by sighted people. As I have been able to observe, the latter is 
relevant, especially for younger students who find it more difficult to form a concrete 
idea about the reading system of sighted people only through words. 
Another strategy that draws a lot of attention are the activities called “Musical 
Bingo” which take advantage of all the hearing potential of blind people described by 
Gougoux et al. (2004). In a nutshell, this activity consists of a conventional bingo game, 
as observed in Lam and Wang (1982), but using cards which contain eight measures in 




teacher at random as it happens in a bingo game and the winner is awarded a prize at the 
end of each game. These types of activities generate a lot of interest on the part of the 
students while they replace the musical dictations, which on some occasions tend to be 
resisted by Karen’s students. This school has two sets of “Musical Bingos,” one for 
dictation of rhythms acquired years ago, and another for dictation of melodies developed 
by themselves. For the first, the exercises are usually played on cajón, and for the second 
piano is usually used. The fact of having sets of bingo games of different difficulties also 
takes on some relevance, since the design of these games can be related to the progressive 
way in which the elements of the Music Braille Code are introduced, for example, in 
books used by them in Braille Music classes such as the Primer of Braille Music (Jenkins, 
1960). 
 
Figure 18. Musical Bingo 
Conducting Vocal Ensembles 
Karen is the conductor of the vocal ensembles of adults and adolescents and, 
although explaining the work of the conductors may well constitute a book in itself due to 
the infinity of situations that can occur within a choir, I will refer only to those elements 




First of all, and as has already been pointed out before, planning the creation and 
delivery of accessible materials for this population takes a long time, in the case of a 
vocal ensemble this usually takes months. In addition to materials, planning each 
rehearsal also requires time, and above all, a clear strategy of what resources are 
necessary to achieve the specific ‘goals’ of a piece. If we look at “Adoramus Te” by 
Gasparini (available on Appendix H), which was one of the last pieces performed in 
public by the adult vocal ensemble before the long pause produced by the quarantine of 
COVID-19, it is important to highlight how the ‘anatomy’ in terms of texture, motifs, and 
imitation conditioned Karen’s planning on the rehearsals of the piece. Without going any 
further, and as it was observed, the first thing that sopranos, altos, tenors, and basses were 
taught was precisely to become familiar with the central themes of the piece, since these 
are sung in different ways and in different tonal contexts. Once that work was done, 
Karen proceeded to work on the creation of contrapuntal textures, typical of the 
performed musical style. All of the above points to the ability of selecting the best 
strategies for a vocal ensemble rehearsal based on solid musical analysis skills, which 
finally allows the participants of the ensemble to assimilate a piece. 
Additionally, other strategies commonly carried out by Karen in her rehearsals 
are, to begin by teaching those parts that represent a greater complexity to the performers. 
This strategy can take several paths, Karen can focus the study on those rhythmic 
gestures that involve two or more voices first, or carrying out rehearsals by sections, to 
then, gather all sections, etc. Another simple but essential element to this vocal ensemble, 
of which they are also quite aware in Chile, is related to having the help of a team of 




Chile they were called “monitors,” at the music school from the US they are volunteers or 
members from the faculty, among which I include myself.  
The work of this team is divided into several tasks that go from helping to 
organize the classroom, helping performers who have difficulty with music reading, 
singing with them, guiding those who need it in their transit on and off the stage, 
conducting rehearsals by sections, etc. The adult choir led by Karen has approximately 20 
people, plus five assistants, all of them members of the faculty. Of these five assistants, 
three know Braille notation and the remaining two are expert performers with years of 
experience in their respective instruments, piano and flute. 
Regarding specific strategies when rehearsing and performing with an ensemble 
of people with low vision and blindness, I think of those implemented by Pedro in Chile. 
First, the use of aural cues before beginning to perform a certain piece or a section of it is 
something also common in Karen’s rehearsals. In his case, we are talking about 
intentionally loud breaths that imply when the performers should breathe and, 
consequently, where they should start singing. Likewise, on certain occasions, spoken 
counts are also used before starting a piece if “the situation requires it.” On the other 
hand, Karen also dedicated time to rehearsing the entrance and exit of the performers 
from the stage in addition to their posture and even body language. The work of the 
aforementioned faculty members, in this sense, is crucial since it is virtually impossible 
for a same person to be in charge of so many details within a single rehearsal. 
It is also important to note that Karen gives much thought to the way in which the 
singers are spatially located within a rehearsal/performance room. The way in which 




studied (Yi, 2018), but, to my knowledge, nothing has yet been written about how this 
operates in the case of musicians who are blind and have low vision. Karen, for example, 
aware of how crucial it is for a blind person to be able to clearly perceive their 
surroundings through their hearing, usually sits her ensembles in semi circles, so that the 
performers can clearly hear each other. This apparently seems to disconnect them from 
what surrounds them and immerses them into the ‘sound planes’ produced by the 
ensemble as a whole. Likewise, in the case of people with low vision or hearing 
problems, Karen usually sits them in the front rows so that they can hear the aural cues as 
well as see the visual cues that she usually performs.  
Strategies Observed from David 
Although David meets all the necessary requirements to be considered a 
participant of this study, it is important to note that, at this time, he does not work as a 
music teacher within the school observed, but rather as a collaborator with others in a 
variety of endeavors. Currently, he is involved in the creation of accessible material for 
the adult choir, assisting with the tenors, working on the expansion and administration of 
the digital library of archives in accessible formats, and teaching a summer workshop 
about Braille notation and transcription methods. The main reason for considering David 
among my participants is that he is by far the one who has been part of the US school for 
the longest time and, in turn, he is more knowledgeable about Braille and technology. In 
this sense, most of the information collected from David is not directly related to music 
teaching strategies for people with visual disabilities, but rather to the technological 
mechanisms and the pedagogical-cultural approaches that give context to the various 




In short, in this section on the data obtained from David, I will mainly discuss the 
criteria that predominate when generating responses to the problem of lack of access and 
the inclusion of individuals with visual disabilities. These criteria to be discussed will 
focus the areas of transcription and creation of copies in accessible formats as well as the 
use of software related to teaching music for people with visual disabilities. 
Braille Music Notation Formats 
As indicated in Chapter I, although there have been some attempts to create 
alternative systems to Braille such as the Abreu system created by Gabriel Abreu, the 
Llorens system invented by Pedro Llorens, or the New York Point invented by William 
Bell —taught until the beginning of XX century in schools for the blind in the USA 
(McCarty, 1923, p. 291), up to now the Braille system is the only one with universal 
application that is strongly positioned to carry into the future. The invention of the 
electronic braille printer represented the beginning of the digitization of the Braille 
writing system which represent its entry into the world of communications and ultimately 
the consolidation of the Braille system looking towards the 21st century. With this, it was 
possible to produce Braille material in large quantities, thus democratizing access for the 
visually impaired. In this same way, when we get into the use of the Music Braille Code, 
we realize that throughout the history of this code many styles of writing music have 
taken place. If we look at the case of Braille writing for piano, for instance, different 
formats of presenting the same information contained in the printed score have coexisted 
such as “line over line,” “section by section,” 3 “bar by bar,” and “bar over bar.” It is 
important to point out that these issues on Braille standardization and common uses of 
 




mechanisms contained within the different Braille codes are still far from being unified, 
as efforts to reach full consensus have not been sufficient. 
In this context, David explains to me that the “bar over bar” format, seen as the 
most similar to print music with right-hand notation on the top line and left-hand notation 
on the bottom line where some degree of vertical alignment between these hands is 
maintained (The Braille Authority of North America, 2016), is the most used today. He 
also explains to me that the digitization of this particular format is possible now by using 
software such as Goodfeel, which has also contributed to establish this form of notation 
as a ‘default’ model. See one example of bar over bar format on Figure 19.    
 
Figure 19. Mikrokosmos Vol. I, No. 1, in Bar-over-Bar Format 
So, is this the best form of musical keyboard writing and therefore we should all 
promote and recommend its use within our classrooms? “Not necessarily” David, says. 
He argues it as follows: 
   For all those pieces that contain large portions of music that are repeated over 
and over again in one of the hands, it is much more advisable to use a “section by 
section” format as this allows me to focus completely on reading one hand 
throughout a certain section before beginning to read the other that repeats the 




What is the most appropriate formula to approach the creation of accessible material and 
especially Braille transcription, if there is one? According to David, if there were a way, 
this would be to understand that music written in Braille is a tactile means of transmitting 
knowledge that has its own rules and possibilities and, therefore, trying to make it a 
representation of certain visual content tends to go against its own nature. 
 Although the issue of which criteria should prevail when creating our accessible 
copies seems relatively settled, for David there is another relevant element that 
complicates the discussion quite a bit. Although it seems contradictory, it is sometimes 
very necessary to include visual references to make Braille copies accessible. But when 
does this happen? And more important, why? “For the simple fact that blind musicians 
are always in contact and working alongside sighted musicians.” David points at me. A 
classic example of this is the perennial controversy over whether or not to include clefs at 
the beginning of a Braille music transcription. On the one hand, it is a complete visual 
reference that helps only sighted musicians to identify notes on a staff. But on the other 
hand, there is an important group of music educators for the blind, like Karen and Diego, 
who dedicate several lessons to explain to blind people how it is that sighted people read 
music. 
Another good example of visual signs pointed by David during one of our 
interviews consisted of using “8va” signs in Braille scores. As will be explained in detail 
in a Chapter VI, when it comes to Braille music notation, pitch is defined by the notes 
attached to octave marks which precede it. In other words, in Braille music notation it is 
not necessary to use “8va” signs to transpose a certain note an octave higher or lower 




regarding its pitch class thanks to the use of these octave marks. Now, to display the 
depth of the example proposed by David, let’s imagine the case of a blind double bass 
player who is part of a philharmonic that is about to start studying one of Beethoven’s 
early symphonies. As is known, since the classical period, double bassists and cellists 
share the same score despite the fact that the former play it an octave lower (See Figure 
20. Symphony No.1, Op. 21 Beethoven). In other words, it is a tradition that has been 
with us for a couple of centuries, as long or longer than the invention of Braille codes 
themselves. Should this blind double bassist receive an exact accessible copy of the 
printed version, understanding that this is part of a long tradition in music history, or 
should she or he receive a copy with the exact pitches of the sound performed thanks to 
the use of braille octave marks, even though this contradicts a long tradition among 
double bass players? Although this case did not receive a clear answer from anyone who 
has participated in this study, it reinforces the bottom line of my discussion with David: 
the relationships between notation and our own approaches on issues of inclusion. 
 
Figure 20. Symphony No.1, Op. 21 Beethoven 4 
 To conclude, the nature of this apparent contradiction in the criteria for 
transcription and creation of accessible materials denounced by David, is the same as the 
contradiction present in any human endeavor in the Special Music Education field. On 
the one hand, we can identity an approach based on the pursuit of a concrete and unified 
Braille writing system that does not leave room for interpretation. On the other hand, we 
 





can identify an approach based on the pursuit for more intangible values such as the 
inclusion of individuals with disabilities in environments full of sighted colleagues. The 
first focuses its efforts on the sound resulting after a certain learning process, while the 
second focuses its efforts on making this learning process more meaningful. 
Braille Music Editor (BME) vs Goodfeel 
 As previously described, Goodfeel consists of a suite of programs that assist blind 
musicians and [especially] sighted musicians in the task of producing accessible copies 
on a large scale. To achieve this objective, it is required to use at least two software 
programs from this suite: Lime, which allows us to read or write print scores, and 
Goodfeel which allows us to convert these print scores to Braille cells. This implies that 
in order to create accessible copies on a large scale using Goodfeel, musicians who are 
blind need to master how to write print scores. This represents an additional difficulty for 
the musical development of blind people since learning how to write print scores requires 
a lot of time, training, and dedication. But, the most delicate aspect of the situation 
described above is not the time spent on such task, but rather that a writing mechanism 
based on print scores like that of Lime keeps them away from the possibility of making 
their digital files in accessible formats through the use of the Music Braille Code and 
Perkins-type keyboards. It is in this context that David points out the great pedagogical 
potential of software of Italian origin named Braille Music Editor (BME) which, unlike 
Goodfeel, allows blind musicians to use the Music Braille Code when digitizing music 
information by means of a Perkins-type keyboard. According to David, this is an 
important development within the tiflotechnology world that “must begin to be seriously 




At the moment, no pedagogical experiences of this type have been mentioned in 
articles or even in more informal media. However, one might wonder what role software 
such as BME has been playing during these months of global pandemic to create and 
share written music files digitally in Braille. 
Strategies Observed from Anna 
Anna teaches General Music, Braille Music, and Private Piano lessons. In all of 
these areas, she is in charge of working with the youngest students from the US school 
student body. Most of her strategies, therefore, are focused on awakening and developing 
basic notions about music theory, Braille literacy and performance. Something important 
to note is that since Anna teaches three of the essential courses for the music program 
offered by the US school to the same group of students, she has found it necessary to 
coordinate content between her classes. In other words, in her case we will see the only 
real attempt to create and consolidate a curriculum within the school, at least according to 
my observations. 
Piano Private Lessons 
In her Piano classes, Anna focuses her first lessons on two basic and key elements 
for any student. First, she spends a great deal of time building proficient keyboard hand 
position with her students. Since she and her students are blind, she mainly verifies and 
corrects her students through touch. It is through verbal cues, but, above all, through 
touch that she is able to teach lessons and pieces such as the lesson on the “C major 
position” associated to the piece called “March On” from Bastien’s book 1. In this sense, 




work in the USA, approach this particular strategy in terms of its efficacy. Siligo (2001) 
writes: 
     It is our natural tendency to respect the personal space of those around us, not 
intruding on their independence by helping them physically. We must remember 
that words are not always the best vehicle for demonstrating a keyboard or 
instrumental skill. A simple hands-on example is worth a hundred words. (p. 21) 
Orienting and correcting through touch is something I observed during the 
rehearsals of “The Orchestra” from the Chilean K-8 school. It seems, therefore, to be a 
fairly common strategy when it comes to beginning students. Anna, however, 
understands the importance of generating autonomy in students from an early age. And it 
is because of the latter that she accompanies her first piano lessons with certain basic 
notions of musical notation through strategies and tactile devices she has designed. 
  Although these strategies and devices mentioned above are implemented in the 
Music Theory and Braille Music classes, it is important to point out in this section about 
Anna’s piano classes because they respond to a comprehensive plan developed by her 
across her three classes. Thus, what was developed by Anna is the closest thing to a 
curricular design at an institutional level within the US school, which has been carried 
out thanks only to the fact that a same person teaches three core courses from a 
determined program. One might wonder what other innovative strategies could emerge 
within the US school if the activities and lessons designed by Anna were used in other 
classes such as the Instrumental Ensemble, Vocal Ensemble, Music Technology, etc. 
Finally, and before proceeding to review Anna’s activities and devices, one might also 
wonder how much her tactile-based strategies will be affected in the medium and long 
term as a result of all the social distancing procedures enforced because of the COVID-19 




Music Theory and Braille Music 
Anna is an innovator. By observing her work, I was able, for the first time in my 
life, to assimilate the point of view of a blind music teacher who works with blind people. 
Seeing her way of working has certainly been something unique and unrepeatable. In 
concrete terms, the emphasis she gives to the use and manufacture of tactile materials is 
something that I had not been able to observe in any other part of the world until now. If 
we focus on how she introduces basic and preparatory notions on rhythmic reading such 
as “steady beats” or note duration, we must mention the devices appearing in Figure 21, 
Heart Beats. 
 
Figure 21. Heart Beats 
As previously mentioned, rhythmic reading is the first thing taught in this school 
due to the extensive emphasis on the Jenkins’ method (1960). In this sense, Anna has 
designed her own tactile devices to be able to develop in her students a certain notion of 
rhythm before introducing them to its Braille representation. In the device created by 
Anna, we can distinguish four hearts which represent four beats within a 4/4-time 




music has a “pulse,” and this is called “steady beat.” Each heart has a rough texture 
which allows them to be easily identified by touch. Along with these hearts, Anna uses 
different strips of cloth which represent several durations of sound. Thus, sound can be as 
long as these strips are. As can be seen in Figure 22, these strips can have different 
lengths and proportions comparable to quarter, halves, and eights notes. What is 
interesting about a device like this is that it bears a strong resemblance to the preparatory 
reading exercises for the introduction of the so-called “stick notation” from Kodaly 
Method. Even more, the idea of using certain iconography to display beats is quite 
familiar to people who have been introduced to that method. Each of these similarities, 
eminently visual, has taken place without Anna’s intention. 
 Finally, once Anna begins teaching the Music Braille Code, she usually uses 
another device very convenient for these purposes, a large Braille line (See Figure 22). 
This device consists in a plastic refreshable Braille line. It contains ten very large Braille 
cells that can be molded by pushing or pulling their dots. During one of our interviews, 
Anna explains to me that this device is perfect to be used by her younger students for two 
reasons. First, her younger blind students have not fully developed their literary Braille 
reading and writing skills yet. She mentions that developing the sensitivity required to be 
able to read raised notation takes some practice and, above all, time. Second, this device 
turns out to be the logical succession to a long process of introducing musical notation, 





Figure 22. Plastic Refreshable Braille Line 
As can be seen, all the teaching strategies collected in both institutions account for 
a wide spectrum of possibilities given within diverse formal spaces of education. 
Challenges on performance, use of technology, and acquisition of literacy skills emerged 
frequently according to the data collected. For this reason, it is necessary to analyze 
similarities and what differences that exists between these two institutions regarding 
these topics (Chapter VI) as well as how they might relate to the context to which they 
belong (Chapter VII).  





 ANALYSIS AND RECOMMENDATIONS 
Nada sobre nosotros sin nosotros1 
Overview 
This chapter deals with all those activities, lesson plans, and curricular designs 
from Chile and the USA expressed in Chapters IV and V. The main topics to be 
discussed in this chapter are encompassed into three large sections. First, there will be a 
section on considerations for teaching the process of Braille music reading. In this 
section, I will discuss the methodological and curricular consequences of teaching how to 
read music in accessible formats, particularly in Braille. Secondly, there will be a section 
where I will discuss the methodological and curricular consequences of teaching how to 
write music in accessible formats, particularly in Braille. Finally, in a third section, I will 
focus on some specifics aspects from instrumental practice observed in both educational 
institutions. 
Considerations for Teaching the Process of Reading Braille Music 
During this section I will focus on analyzing the Music Braille Code from a 
technical standpoint based on the premise that you must take care of the implicit 
methodological consequences arising from the practice of teaching how to read the Music 
Braille Code. By methodological consequences, I refer mainly to all those curricular 
changes carried out in the North American school at the time of teaching Braille Music 
since this code is not taught in the Chilean K-8 school. This section, therefore, is the 
 
1 “Nothing about us without us” is a well-known slogan commonly associated with the causes of 




result of a comparative analysis between those strategies implemented in the US school 
and those that are most needed at the Chilean school. 
Preparation for Teaching the Music Braille Code 
According to the summer workshop celebrated in 2014 at the music school from 
the US, students with basic literacy Braille skills tend to have many difficulties when 
they start to read Braille music because Braille system consists in a linear reading system. 
In other words, symbols are read one after another, left to right, one at a time. Due to this, 
it is almost impossible to read ahead, which implies that Braille music readers need to 
find a strategy to read with certain fluency, especially when it comes to moving from one 
line to the next. In this regard, some curricular changes have been discussed and 
developed in the North American school over the years. 
Firstly, I have recorded some strategies that seek to enhance the tactile 
perceptions when reading embossed dots. Strategies such as reading aloud some given 
letters following a steady beat have been collected from David, one of my participants. 
For example: 
• D D DD D= ⠙⠀⠙⠀⠙⠙⠀⠙ 
• FFFF FF F= ⠋⠋⠋⠋⠀⠋⠋⠀⠋ 
• EE EE EEEE= ⠑⠑⠀⠑⠑⠀⠑⠑⠑⠑ 
Thus, a logical progression of this latter might be mixing these letters. For example: 
• DD FF EE DD= ⠙⠙⠀⠋⠋⠀⠑⠑⠀⠙⠙ 
It is important to be liberal about the use of space to help group the letters (that 
translated into the Music Braille Code mean different eighth notes). In other words, each 




student are required to gather all the necessary information to read all of them without 
losing the beat. 
Secondly, another difficulty observed in both schools that might put blind 
students’ reading fluency in trouble is the use of multiple nomenclatures to refer to some 
specific Braille cells. This seems to be a common issue because in Braille you can use the 
same cell to refer to several things (i.e., a letter, a number, a pitch/rhythm, etc.). For 
example: 
• Letter D= number 4= C eighth note= ⠙ 
• Letter E= number 5= D eighth note= ⠑ 
• Letter F= number 6= E eighth note= ⠋ 
• Letter G= number 7= F eighth note= ⠛ 
• Letter H= number 8= G eighth note= ⠓ 
• Letter I= number 9= A eighth note= ⠊ 
• Letter J= number 0= B eighth note= ⠚ 
This is a direct consequence of how the Braille system has been designed. In this 
particular case, it is recommended to use these symbols from the beginning of student’s 
learning process, so they can clearly and firmly understand the difference of the meaning 
that a same cell may have whether in Literary Braille Code, Nemeth, or Music Braille 
Code. Although the recommendation seems pretty obvious, according to two of my 
participants, Diego and David, it is not as obvious as it may seem. Therefore, teachers 
need to be aware of this confusion among young blind students. In this sense, and 
according to the data collected for this study, it is highly recommended to redesign the 




necessary preparatory exercises so they can have basic notions on the difficulties they 
will face during their lives as users of the Music Braille Code. 
Reading the Music Braille Code: Strategies for Teaching Rhythm 
From the beginnings of musical notation, over more than a thousand years ago, it 
was already possible to notice the logic of the system which prevails until this day. Thus, 
the pneumatic notation contained in the Liber Usualis, to name a concrete example, 
features pitch and rhythm separately. Pitch was visually graphed in accordance to the 
position that the pneumatic figure had over a staff composed of four lines. At the same 
time, the notion of rhythm was given by the pneumatic symbols themselves. (See 
comparative example in Appendix I). This logic prevails to modern day notation without 
experiencing any major changes. In other words, the idea of displaying rhythm and pitch 
separately came before the invention of the first rhythmic figures we know such as Breve, 
Semibreve, etc. However, in Braille music this notational paradigm is totally broken. 
Thus, in Braille music notation, a single cell always coordinates inextricably both 
dimensions, pitch and rhythm; this is one of the fundamental principles of this system of 
music notation. Because of the above, and according to the findings of the exploratory 
study shown in Chapter III, the teaching and practice of rhythmic reading exercises 
becomes more complex and requires, at least, some kind of strategy. 
One of the most common strategies in teaching Braille rhythms consist in 
beginning with simple things to read (Jenkins, 1960). Students learn first of all, the eighth 
notes, which are easier to identify because they only use the top of the braille cell (dots 1, 




introduce rhythms that are formed by adding dot 6 (quarter notes), 3 (half notes), and 3 
and 6 at the same time (whole notes). For example: 
• A “D” eighth note is= ⠑ (here, dots 3 and 6 are not being used) 
• A “D” quarter note is= ⠱ (here, dot 6 has been added) 
• A “D” half note is= ⠕ (here, dot 3 has been added) 
• A “D” whole note is= ⠵ (here, dots 3 and 6 have been added) 
As teachers, we have to be aware of this strategy and, in the case of music education, be 
able to balance development between rhythms and pitch through reading exercises. 
Consequently, all the participants from this study who teach at least one Braille code 
seem to be aware as well. In the case of the Chilean school, this awareness is reflected in 
their use of “Braille series” to progressively introduce Literary Braille. On the other hand, 
the school from the US has been using Jenkins’ Braille methodology through decades.  
Another useful strategy, also developed in summer workshops celebrated at the 
music school from the US, is always using the same note when practicing rhythmic 
reading. By doing that, student’s focus will be on the bottom dots of the Braille cell since 
they will be the only ones presenting changes. Although there are no records on any 
agreement about this particular strategy, one of my participants considers the use of the F 
note in particular as a great idea for these purposes because this note is composed by all 
the dots except the rhythmic indicators (dots numbers 3 and 6). This is shown in Figure 
23, F Notes in Different Rhythms. 
 




Teaching rhythmic notation in Braille brings its own difficulties. These 
difficulties, in turn, seem to be very common when it comes to teaching to beginners. It is 
because of this reason that we need to be fully aware that in the Music Braille Code 
practice there is a breakdown of a notational paradigm, and this necessarily brings its 
consequences from a pedagogical point of view. 
Reading the Music Braille Code: Strategies for Teaching Pitch  
As we can guess, Braille music does not need staff to display pitch because that is 
a purely visual reference for sighted people. Instead of that, in Braille music, pitch is 
explained by what has been called “octave marks” (The Braille Authority of North 
America, 2016, p. 4). These Braille symbols represent octaves that are numbered from 
one to seven, starting from the lowest C note of a regular piano with 88 keys. Here is an 
example of a fourth octave C quarter note:  
 
Figure 24. Fourth Octave C Quarter Note in Braille 
Thus, in Braille pitch is expressed, at least from a notational point of view, in a 
different way. In other words, in the Music Braille Code, pitch is expressed through exact 
denominations. What implications could this fact bring into our work as music teachers? 
First of all, this latter confirms that the Music Braille Code has been designed eminently 
based on an eventual use of fixed-do strategies of music making. In consequence, 
transposing or using movable-do approaches to notate music is something still not 




As it has been established in previous chapters, the Music Braille Code, which is 
officially and continuously updated by the Braille Authority of North America —the last 
update was in 2015, is a complete system with its own rules and symbols enabling the 
notation of all music information found in the original (usually printed) version. 
However, there is currently no official or documented way to describe musical situations 
like the one following: 
 
Figure 25. Written Movable-do Exercise 
The figure above displays a reading exercise developed by Zoltan Kodaly (1972). 
This type of exercises use notation that dissociates rhythm and pitch. In other words, 
what we can see here is the expression of a rhythmic value associated with a particular 
scale degree, which opposes one of the principles of the Music Braille Code. That is why 
a literal transcription to the Music Braille Code has not been developed yet. 
Focusing on sight-singing now,2 given that musical passages are written 
describing pitch with exactitude in the Music Braille Code, it may result in utter 
discomfort for the beginning Braille reader trying to accommodate a written melody to 
his/her vocal range. Although the student could sing a melody in a perfectly suitable 
vocal range, in a system where every pitch is explained and displayed with exact 
precision within determined octaves, performing these melodic accommodations would 
mean to start breaking the inner notational logic behind the Music Braille Code. 
Therefore, and similar to what has been taught for decades in the music school from the 
 




US (thanks to the use of Jenkins’ method), it is not commended to practice movable-do 
exercises nor transposing exercises during the first semesters of our Music Braille Code 
learners, at least not until they can clearly assimilate the notational inner logic of this 
code. 
Reading the Music Braille Code: Strategies for Teaching Harmony 
As it has been described, Braille is a “linear” notation system, which means that 
the symbols are read one after another left to right, one at a time. Because of that, by 
using the Music Braille Code, all the musical situations will be described in that same 
way. Following this idea, in Braille music notation it is not possible to write two notes at 
the same time because information takes place in a sequential order, one cell at a time. 
So, how does the Music Braille Code work in harmonic situations? It displays intervallic 
relationships in regards to a particular note (not necessarily from the bass). 
Here the troubles begin. First, the fact that the notational construction of chords is 
based on intervallic relationships suggests that, before understanding how to read two or 
more notes at the same time, it is necessary to fully know what intervals are, and know 
the way they ‘behave’ in certain tonal contexts,3 i.e., the same interval can be either 
major or minor depending on what tonality we are talking about. Here is an example of a 
chord in Braille music:  
 
 
3 That is the reason why, on this occasion, I will exclude the post “Second Viennese School” and other 




Figure 26. Harmony in Braille 
What happens to the third given between G and E in this particular example if we change 
the key signature to C minor? In that case, it would become a major third since the E note 
described by the interval of third below G would become E flat. 
Second, since a music theory background is necessary to understand the 
intervallic relationship between two (or more) notes and their ‘behavior’ within a 
determinate key to be able to read even the simplest chord, music students who are blind 
may seem to be slow music readers. Herlein (1975) had already mentioned this based on 
Madeleine Seymour’s “Braille Reference Book” of 1942. In her own words: 
   Since Braille notation is integrally tied to music theory and to an understanding 
of harmonic structure, the student’s readiness must include music terminology, 
theory (intervals, rhythm, key signatures, and so on), memory training, and the 
fundamentals of piano. When the student has completed his[/her] readiness 
training, rote learning of songs and small compositions serves as the basis for the 
next step in learning music-Braille notation. (p. 43) 
That kind of consequences coming from the nature of the Braille system makes the 
inclusion of blind artists to music programs somewhat difficult because (even when my 
own students do not like to hear this) it is one of those cases where blind students get 
‘handicapped’ by the notational system they use. In other words, and according to my 
own experience, it is almost impossible to talk about “Braille sight-reading” when we talk 
about harmonic notation. Considering this latter, music students who are blind are 
required to developed certain extra theoretical understanding in advance, at least 
compared to their sighted classmates. 
Among all the curricular consequences suggested so far, this latter seems to be the 
most relevant because it implies big changes. Also, even though most of these 




is our responsibility, as music teachers, to carrying the necessary theoretical 
reinforcement in order to not let our students with blindness fall behind in our Music 
Theory classes. 
Reading the Music Braille Code: Strategies for Reading and Memorizing  
As it has been established, under determined circumstances, the Music Braille 
Code system might represent a disadvantage to our visually impaired students compared 
to sighted students, especially when it comes to sight-reading. To get deeper into this 
problem, we can find more cases where these drawbacks get radical. Let’s consider, for 
instance, the case of a piano student who is blind. Is it possible for her/him to perform 
her/his music score at the same time she/he is reading it? Absolutely not, unless she/he 
has a third hand. To be clearer, it is impossible for the vast majority of blind musicians to 
use their hands to read and play at the same time. In this regard, McCord and Fitzgerald 
(2006) states that no matter what strategy you use, “some students may never be able to 
read music fast enough to perform with a group” (p. 50). According to them, and based 
on Siligo (2005), Braille music notation is an effective system “but not equivalent to 
reading traditional notation. Instrumentalists using Braille music can’t read and play at 
the same time; therefore, it’s completely impractical to expect them to use it for an 
audition” (p. 50). Additionally, Paterson (2016) recently analyzed the consequences of 
learning language through tactile system such us Braille Reading. Among his comments, 
this following is particularly relevant to the discussion on sight-reading and performance: 
   Tactile reading is performed by a sweep of the fingertips, either one or both 
index fingers, but no other haptic information is acquired in the process. This 
means, first, that the fingertips present a smaller area of contact with the text than 
the eye. Secondly, this form of reading through contact is necessarily sequential or 
successive, compared to more simultaneous information presented to the eye, 




simultaneously, and therefore some ability to read ahead, check comprehension, 
or perform error correction on the fly. (pp. 158-159) 
Thus, in the case of blind students who study an instrument, Braille might become 
an additional difficulty, specifically when it comes to learning a new piece since sight-
reading is simply not an option. It is because of this latter that we should bring another 
key element to the table in terms of the artistic development of any visually impaired 
student: memory. 
Saying that instrumentalists who are blind cannot read and perform music scores 
at the same time means that both processes, reading and performance, occur separately in 
a great majority of the cases, one after the other. It is pretty clear, therefore, that blind 
students will always depend, in some way or another, on their memory. This situation is 
not entirely different from what sighted musicians need to go through before learning and 
performing a piece. However, memorizing a piece might be somehow special for 
instrumental Braille readers. As it has been mentioned in Chapter II, artists certainly need 
to develop a physical relationship with their social/cultural dimension (Le Breton, 2002). 
That statement becomes very relevant in the context of the current discussion since the 
analysis on how the body-music relationship affects the learning process is taking place. 
In this sense, Coates (1976), has also added that “most of the blind student’s participation 
in music will involve memorization, and a strong emphasis on theory is needed to 
reinforce his[/her] memory” (p. 30). 
Consequently, as it was observed in the school from the United States, particularly 
in Karen’s piano lessons, musicians with visual impairment regardless their levels of 
abilities need extra time to study and prepare an instrumental piece. This is due to the fact 




musicians.’ In a description at a very basic non-scientific level, we can say that a sighted 
pianist, for instance, needs to read- play- memorize- and interpret a piece in a certain way 
before his/her teacher allows him/her to move to the next piece. A blind musician, on the 
other hand, needs to read-memorize-play- and interpret a piece in a certain way before 
being allowed to move to a next piece. In other words, a pianist who is blind will need to, 
no matter what, read his/her music by parts (one hand at a time), memorize them and put 
these parts together in his/her head to, then, play and interpret it according to what he or 
she has been told is right. Defining what these stages are and how they relate to each 
other, is probably a matter of another whole dissertation, and it is not the intention of this 
research to address these topics based on the data collected for this study. Nevertheless, it 
is important to remark that allowing students with visual impairment to have access to 
their accessible copies in advance to their instrumental lessons is something pointed out 
as “crucial” for the majority of this study’s participants. 
Finally, there are alternative ways to support this extra challenge for our music 
students in their learning process of instrumental pieces. Based on the collected data from 
these schools and from several governmental institutions across Chile and USA, I am 
able to suggest the following: 
• In regards to the students, the National Institute on Aging (NIA)4 indicates 
that a combination of small mental exercises, healthy habits and a healthy 
eating habits are key to exercise memory in every person, not only for the 
senior population. Useful mental exercises can vary from resolving a cross 
puzzle, sudoku, memorizing “to do” lists, listening to melodies that we 
like and trying to remember them after 24 hours, then one week later, 
 




learn mnemonic techniques (reinforce ideas through mental associations to 
help remember them easily), etc. 
• In regards to the teachers, the use of excellent verbal instructions is 
strongly recommended within the school located in the US. A good verbal 
instruction is key to allow students to have a clear and complete idea of 
the piece they are going to perform before getting into more detail. In that 
sense, it is essential to educate music teachers with solid music analysis 
abilities and music theory training who are capable of understanding the 
structure of a wide variety of musical repertoire as in the case of Karen.  
Regarding this latter, Mooney in “Blind Children Need Training, Not Sympathy” (1972) 
adds: 
   The teacher and the rest of the class will benefit from making the explanations. 
To explain takes analysis and some creative thinking; it can be like a game with 
endless variations. A direction like “Cross your knees” can bring consternation to 
a kindergarten class. They know where their knees are, but how do they “cross” 
them? This sort of learning takes individual and time-consuming work, but it is 
very valuable to the child. (p. 57) 
Considerations for Teaching the Process of Writing Braille Music 
During this section I will focus on analyzing the Music Braille Code from a 
technical standpoint based on the premise that you must take care of the implicit 
methodological consequences arising from the practice of teaching how to write music in 
Braille. By methodological consequences we refer, once more, to all those curricular 
changes carried out in the North American school at the time of teaching the Music 
Braille Code since this code is not taught in the Chilean school. This section, therefore, is 
the result of a comparative analysis between those strategies implemented in the US 




First, I will briefly discuss the necessity of creating Braille material in places, 
such as Chile, where the means to produce accessible copies in large numbers are not yet 
available. Then, I will briefly discuss the technological aspects that the schools have in 
common when it comes to teaching Braille writing through the use software and devices. 
Writing the Music Braille Code: Guide for Sighted Scores Dictators 
Some music schools for the blind, such as the US school studied, have direct 
communication with developers of Braille transcription software for example, Dancing 
Dots developed by Bill McCann. However, this situation constitutes an exception from 
the point of view of any music program for the blind located in Chile. This section, thus, 
is addressed more than anything to music institutions from developing countries which 
still do not have the access, the knowledge, or the funds to create large amounts of 
accessible copies in Braille. This lack of accessible music copies has enhanced the role of 
the sighted score dictator since it represents one of the few alternatives available for blind 
musicians to transcribe print scores. Therefore, this brief section represents an attempt to 
establish simple guidelines to achieve an effective collaboration between blind music 
transcribers and their sighted scores dictators, in order to generate expeditious access to 
pieces not yet transcribed into Braille. 
First, it is advisable to begin the dictation with a first quick reading at a general 
level in order to detect relevant notational elements and/or those that offer greater 
difficulty from the point of view of the use of the Music Braille Code. This first step is 
essential to be able to plan an effective reading strategy. Strategies such as reading by 
measure, by phrases, by sections, or by layers of information (from the most relevant to 




Once the most appropriate strategies have been defined for each case, it is highly 
recommended to record this dictation performed by the sighted musician in order to allow 
the bind transcriber to correct possible errors identified after the dictator-transcriber 
encounter. 
Second, the Music Braille Code, like any other braille system, is based on the use 
of a set of six dots that make up what is called a Braille cell. Braille cells are read in a 
linear fashion, from left to right, one at a time. The latter is highly relevant in terms of 
musical syntax, that is, the sequential order in which the information will be introduced 
through Braille cells. Because of this, I will present some basic syntactic guidelines 
where I indicate a general order of what is represented in a Braille music score: 
• Title, composer, dates, lyrics, etc. 
• Tempo or metronome marking (Allegro, Quarter note= 120, etc.). 
• Key signature and time signature.  
• Measure number (if necessary)  
• Key and/or Braille hands signs (if necessary). 
• Signs of expressiveness in words (dolce, tranquillo, etc.).  
• Dynamic signs (p, mf, f, cresc., etc.). 
• Articulation signs (staccato, tenuto, etc.). 
• Accidental alterations (flats, natural, sharps). 
• Octave marks. 
• Notes: pitch and rhythm (C eighth note, D quarter, etc.). 
• Rhythmic extension (dots after the notes).  




• Fingering signs.  
• Ties and slurs. 
• Indication of partial or total in-accord. 
• Signs of repetition of section or end of work. 
A graphic example for the sighted dictator has been attached in Appendix J. 
Writing the Music Braille Code: Tiflotechnology, Software, and Devices 
As stated in Código Braille Unificado Para la Lengua Castellan,5 (García, N.D.) 
the Braille reading system, seen from its genesis, represents a technological improvement 
to a system already previously conceived by Charles Barbier. Barbier’s system, created 
for the French Navy, consisted of a twelve-point code to allow “reading in the dark” (p. 
5) and it was learned by Louis Braille in 1822 (Burgos, 2004, p. 30). In this way, it can be 
said that the notion that technology as something closely linked to improvements in the 
quality of life of people with disabilities has been developed for centuries. The life of 
Professor Michelle Abadai as displayed in Gilman (2008), for example, represents a real 
case of how visually impaired people get in contact with adaptive technology through 
their entire lives. 
Technology has proven to be a determining factor in both schools when applying 
strategies and, above all, in generating possibilities for access. This particular point will 
be addressed more deeply in Chapter VII, where I refer to accessible copies circulating 
through digital means and the sudden increase of their demand as a result of the COVID-
19 pandemic. 
 




If we go back to the analysis about writing teaching strategies, and view them 
from the associated technologies, throughout this study a great variety of technology-
based strategies have been observed. In the Chilean school, an active use has been made 
of technology within the activities carried out in the classroom by means of devices that 
allow writing in large format and Braille, such as Perkins braillers, tetrapoint braillers, 
slates and stylus, the Notragrama. In contrast, in the US music school, technology has 
been used mainly in terms of lesson planning and, above all, the creation of materials in 
accessible formats through advanced software such as Goodfeel and Lime. If seen as a 
set, all of these strategies could well represent a chunk of some of the most innovative 
practices that exist to teach writing and reading lessons for people with low vision and 
blindness today. In summary, having the latest tiflotechnological advances is decisive 
when it comes to teaching Braille writing. In simple words, it is not possible to write 
Braille without the mediation of some type of device. 
For people with low vision, the technologies we have observed through this study 
are also used to strengthen their literacy skills. Devices registered for this study such as 
templates in large size that can be filled by using markers, smartboards, computers that 
use magnified images and color inversion have been mentioned regarding both schools. 
Having the resources and knowledge about how to operate all these technologies 
associated with all levels of vision loss could allow a person who has progressively lost 
his/her sight (as is the case of David) to be able to gradually transition from writing in 
large formats to embossed notation. According to David, it does not need to be become 
an extreme case of adaptability anymore. Nowadays, cases like his, could well be 




Consideration for Teaching Instrumental Lessons 
Private Lessons and Ensemble 
As stated in Chapter IV and V, most of the participants of this study have been 
trained in performance. Along with this, both institutions have music programs that, in 
turn, are also strongly oriented toward performance. In this sense, topics on performances 
and curricula for music programs based on private and ensemble lessons became relevant 
across the chapters mentioned above. In short, a major problem related to the lack of 
curricular design across the offered classes was observed in both schools. If we look at 
the Chilean case, for instance, it is easy to identify what they call their “educational 
project,” which basically consists of the establishment of a program with practically no 
defined curricular design and which is strongly oriented towards performance for 
diffusion and propaganda purposes. Otherwise, it is not possible to explain why this 
program is so weak in terms of educational content or why the (now former) school 
principal invited her students who did not want to actively participate in their ensembles 
to look for “another educational project.” The argument can be exaggerated by 
comparing the Chilean ‘educational project’ to similar experiences of music programs 
strongly oriented towards performance for dissemination and propaganda purposes in 
South America such as the Venezuelan Sistema Nacional de Orquestas y Coros Juveniles 
e Infantiles (Baker, 2016; Scripp, 2016). What it is interesting about this exaggeration is 
that even though El Sistema does not provide a comprehensive or progressive music 
education, and does not provide curriculum for solfège, theory, music history, analysis, 
composition, or improvisation (Scripp, 2016, p. 20), we can still identify musical goals 




current Plan Nacional de Base Técnica6 applied to their Violin classes, for example, 
consists in a detailed long-term plan to support teachers’ work. This plan in particular 
include strategies raging from how to grab the instrument to exercises in third position. 
(See Figure 27, and APPENDIX G.) 
 
Figure 27. Plan Nacional de Base Técnica 
Going back to the case of the music programs observed for this study, it is clear 
that, although these programs offer a set of courses that tend towards the delivery of 
content and tools that go beyond performance, no concrete attempt has been made to 
translate these efforts into a coordinated set of curricula. Each teacher from these two 
institutions, instead, represents a single curriculum whose objectives are not consistent 
over time, and vary from student to student. In other words, although both institutions 
have a clear design at a program level, with great philosophical differences, it should be 
noted that they coincide in the non-existent concern for coordinated curricular coherence 
between the courses they offer. The reasons behind these realities will be the subject of 
discussion in a comparative analysis in Chapter VII, where we will refer to the contexts, 
at the national level, in which these two programs are implemented.  
 
6 National Plan of Basic Technique. This book is only one of a long series of non-commercial books 




Focusing on the specifics teaching strategies observed in both institutions now, it 
is necessary to briefly comment the following. First of all, in relation to private lessons in 
percussion, it is interesting to note that of all the strategies observed, none of them was 
related to the use of musical notation. Thus, they were exclusively based on verbal, aural, 
or tactile instruction. The latter were the ones with the greatest presence across these two 
institutions. Similar to what happened with the observed strategies to foster literacy skills, 
in private percussion lessons tactile strategies replace those that are usually taught 
through visual approach. Authors who have studied the effectiveness of visual strategies 
in the study of percussion instruments have already noted how they can significantly 
improve student’s limitations of expressive performance features (Brandmeyer et al., 
2011). In this sense, finding tactile strategies that are just as effective as visual ones is not 
an easy task. If we consider the case of a student who learns how to play congas, a case 
observed in both schools, allowing her/him to place her/his hands on the teacher’s hands 
while modeling a specific rhythmic pattern seems to be an essential strategy. 
Additionally, the same strategy seems to be even more effective when it comes to correct 
mistakes. In other words, following hands movement might be highly recommended for 
percussion students who are visually impaired. 
Second, as to the role of conductor/director, Moss (2009) points out that the 
ensemble director who works with people with visual disability could be considered a 
“facilitator.” With this, the author refers to those cases in which the director widely 
exceeds the typical assigned functions in order to be able to assist his/her students with 
“their participation in the ensemble or with their understanding of the music notation” (p. 




both multi-instrumentalists, they have sufficient preparation to assist the vast majority of 
their students for instrumental lessons. Pedro also has technical knowledge about all the 
sound systems they use during the performances of his instrumental ensemble. Karen and 
David, on the other hand, are knowledgeable about both print and Braille notation. Along 
with that, they are excellent pianists, and both master a variety of devices and software 
related to creating materials in accessible formats. The ability to facilitate students’ 
participation by these four participants, whose careers are strongly performance-oriented, 
is naturally greater than Diego’s and Anna’s, whose careers are strictly related to music 
pedagogy. 
All these participants, however, agree on a transversal strategy when it comes to 
teaching their lessons: replacing visual signals with aural cues. In this regard, Coates 
(2012) provides a very helpful summary on the implementation of this type of strategy: 
   A system of verbal cues needs to be created to communicate starts/stops, 
countdowns, cutoffs, and restarts. The need for verbal cuing will be greatest 
during the initial rehearsals and decreases as the performer gains a greater 
awareness of the conductor’s technique and timing. If required during a 
performance, verbal cues or signals should be used in mini-segments. A third 
accommodation encourages placing the student in a special seating arrangement, 
such as the middle of the first row, where all verbal cues can easily be given by 
the conductor and received by the performer. (p. 64) 
In the data collected for the present study, several examples were mentioned in Chapters 
IV and V, such as making loud counting before starting a piece (i.e., “1, 2, ready go”), 
performing loud breathing to let the vocalist know their entrances, or using devices or 





First of all, I must begin this section by humbly acknowledging that, despite being 
in contact with students who are visually impaired for seven years, I had not had the 
slightest idea about the existence of the following discussion. 
At the K-8 school for the blind from Chile, and although it may seem strange to 
many people, sports such as soccer and goalball are practiced. When I started talking 
about this with Juan, particularly about those head movements (described by Hüg and 
Arias, 2005) performed by blind people to better perceived physical spaces through 
hearing, he immediately stops me and points out “No! cuidado con eso, eso es un 
cieguismo.”7 I discover, then, two things that until that day I had completely ignored. 
First, the existence of the concept of blindisms and its treatment over the decades, and 
how controversial it is to talk about this topic to this day. 
By investigating what it was, I began to understand that this phenomenon was 
referenced in English-speaking writings, where it was known as “blindisms.” Authors 
such as Smith et al. (1969) and Knight (1972) had installed the concept in academic 
discussion decades ago. The first one defined it as a repetitive or even “bizarre” behavior 
that occurs in the blind population. While the second has been quite more specific adding 
that: 
   By the time a blind child is three years old, coping with frustration by non-
instrumental gross motor discharge may be firmly established. As he grows older 
and becomes more socialized, the ferocity of his coping behavior will become 
tempered and restrained, the behavior itself often being restricted to what society 
labels a mannerism, such as a rapid bobbing or head-rolling when he encounters 
frustration. (p. 299) 
 




The importance of these particular authors is not only that they were among the first to 
discuss the subject, but they were also among the first to point it out as a condition or 
disease. On the other hand, authors such as Abang (1985), defines it outside of the 
traditional medical context simply as a “behavior” characterized by rocking forward and 
backward, spinning, twitching the thumbs, and rolling back the eyes. What is most 
relevant to this qualitative study, however, is that Abang (1985) discusses those factors 
that might be related to the increase or cessation of this behavior. One of the main factors 
seems to be the “amount of physical contact” between the blind person and people around 
him/her. 
The latter is quite interesting to analyze based on the data obtained in the two 
institutions observed since the levels of physical contact between teachers and students 
given —especially during instrumental lessons, are extremely higher at the Chilean 
school. It is precisely in Chile where, through physical contact, these behaviors are 
sought to be eliminated. The reasons for this latter are partially explained by Juan’s 
following words: 
   In this school, teachers immediately correct those children who are moving their 
head forwards or backwards. Here, I don’t know if this happens in the United 
States, but here it is not seen as something good. They [the students] basically do 
it [these repetitive movements] because the blind man tends not to use up all his 
energy due to… I don’t know, (…), I don’t know if it’s anxiety, but they don’t 
realize it. 
As can be assumed from his words, this issue has been discussed even at the 
institutional level at the Chilean school. So much so that it has been decided, at an inter-
departmental level, that these behaviors will not be tolerated within this school. 





INFLUENCES OF THE CONTEXTS ON TEACHING STRATEGIES 
Latinoamérica es un pueblo al sur de Estados Unidos1 
Jorge González 
Overview: Global Context that Affects Both Observed Settings 
The third question that motivates this study is “how do the specific cultural, 
social, political, and economic contexts affect the features and implementation of these 
musical teaching practices?” It has been possible to observe several key variables that 
need to be mentioned and discussed in depth. In this Chapter I will first analyze some of 
the main political and social phenomena that occurred in the medium and long term, at 
global and local levels, that ended up explaining and, sometimes, conditioning the 
characteristics of the data obtained. I refer to the emergence of COVID-19 in the life of 
this planet’s inhabitants as of December 2019, at which point the data collection process 
for this study began. I will also do a brief analysis of those issues related to teaching 
people with low vision and blindness most evidenced by the COVID-19 pandemic. I will 
refer specifically to the limitations in terms of access and inclusion generated from the 
use of ASCII Braille and how this continues to limit the development possibilities of 
individuals who depend on Braille to circulate their knowledge in accessible formats.  
Finally, I will refer to the social movements that took place in Chile since the 
revolt of October 18, 2019 and the social demonstrations that have been occurring in the 
USA within the framework of the ‘Black Lives Matter’ movement, particularly after the 
brutal murder of George Floyd. These social movements became a matter to be 
 
1 “Latin America is a town South of the United States” is the title of the third track of the album named La 
Voz de los 80s by Jorge González. His songs have become a hymn of the latest social movements in Chile 




considered within this study since they directly affected my data collection process, the 
objective reality of some of my participants and myself, and the lenses I used to look at 
the contexts surrounding the two educational institutions that are part of this study. 
Accordingly, a mild change of narrative perspective toward to a more subjective 
approach can be observed throughout this entire chapter. 
COVID-19 
When the methodology of this study was outlined, at the beginning of 2019, it 
was considered important to register the main political, social, cultural, and economic 
variables that affected the institutions and participants of the present study, since it was 
understood that these could indirectly modify the features and implementation of the 
musical teaching practices to be observed. I designed this study along with my thesis 
sponsor, Dr. Lori Custodero and, then, it was approved by the Teachers College’s 
Institutional Review Board (IRB). However, as a result of how the events occurred from 
the end of 2019, social and political variables strongly controlled the world agenda, 
conditioning, to a large extent, the data collected for this study. 
In this section, I will proceed to explain the variable that most affected the 
implementation of activities, lesson plans, and curricula designed by the six participants 
of this study: The COVID-19 pandemic and the public policies that followed. Given the 
characteristics of this virus, the governments of the world found it necessary to establish 
public policies that would respond to this crisis, including restrictions on free movement 
and on physical contact between people. This had immediate consequences throughout 
the world, testing the adaptability of all the institutions where physical contact was 




modifying in a short term, the resilience of the population (PeConga et al., 2020). 
Physical contact was no longer a viable alternative and, therefore, knowledge began to 
circulate exponentially through digital means. 
As the Social Director of the school located in Chile has pointed out in the local 
media, “the impact of this pandemic is even greater in people with disabilities since, 
many times, they have other related diseases which increases their level of risk.”2 In the 
specific case of visually impaired people, using their hands makes them more susceptible 
to contracting the virus. Additionally, the Social Director points out something relevant 
that resonates with what has been observed in the school from the US as well. The right 
of accessing health guidelines has also been compromised in some circumstances since 
this information about prevention and health protocols has not been accessible to the 
entire spectrum of people with disabilities. For example, the administration of the 
building that houses the US school explained their social distancing measure within their 
locations in the following way. See Figure 28, Social distancing diagram (the zones of 
risks are graphed in red): 
 
Figure 28. Social Distancing Diagram 3 
 
2 I am not able to reveal the exact source of this citation due to the protocol established for this study 
regarding the use of identifiers. 





Likewise, the right to education has also been seriously compromised. Both 
educational establishments observed here found it necessary to close their doors and to 
move, more or less effectively, towards an education in virtual classrooms. This situation 
has brought with it the enormous challenge of being able to implement all the strategies 
described in this study exclusively through digital means (Korkmaz & Toraman, 2020). 
Next, I will explain the main changes that these activities, lesson plans, and curricula 
have undergone as a result of the implementation of these measures. 
Instrumental and Vocal Ensemble 
The most radical change took place in the development of Instrumental Ensemble 
activities. In Chile, for example, all face-to-face rehearsals of the school’s instrumental 
ensemble were cancelled. After that, they tried to carry out meetings via Skype in order to 
test its effectiveness for music rehearsals, however, latency and low sound quality did not 
allow it. That is when Pedro decides to meet with the members of “The Orchestra” over 
skype, one at a time, for an hour, once a week. The idea, I am told, was simply to move 
forward so they can learn new repertoires while evaluating the situation and continuing to 
look for options that would allow them to rehearse online. These same meetings 
sometimes had three or more people, especially in those cases when the repertoire needed 
specific arrangements related to the features of the band. 
 Having already gathered information about the options to rehearse online, it was 
time to test different software and devices.4 First, Jamkazam and Ságora were tested by 
using average computers (PCs) and low-quality audio interfaces in Chile. Ságora was the 
one which, according to what the people from “The Orchestra” told me, gave the best 
 





results at first. However, they only had two people with enough equipment to be able to 
carry out these online rehearsals at the time. As weeks passed, a third member of the 
orchestra had access to the necessary equipment and a program called Jamulus began to 
be tested too. Jamulus was a lot better than expected, according to one of the members of 
this band. These three members mentioned above, Pedro and two of his students, held 
private virtual rehearsals and public live performances via streaming on Facebook for 
some months, while the rest of the band continued to meet one-on-one with Pedro via 
Skype. 
Seeing that Jamulus became their best option but also that many of the members 
from the orchestra still did not have the financial means to access audio interfaces and 
microphones, Pedro decided to apply for public funds in order to buy the equipment 
needed by the rest of the band. The results of these applications have not yet been 
published, providing one reason why this topic will need further inquiry. Pedro’s efforts 
to “investigate available federal or state funding and other types of grants to purchase 
hardware and software for students with special needs in music classes” is pointed out by 
McCord (2001, p. 64) as something music teachers should do in order to “enhance the 
traditional methods of teaching and creating music in the classroom, especially for 
children who need special consideration to succeed” (p. 64). 
In the case of the school for the blind located in the US, the situation was 
somewhat different. Although at first there was some resistance to change, especially at 
the administrative level, after some months, they move from talking about this “new 
normal” to assuming that the work done by the teachers in the school was something 




began to be understood as Music Production classes. Similar to what happened in Chile, 
rehearsals were shortened and focused on one student at a time. These rehearsals, in turn, 
had the main function of being able to transmit a specific musical arrangement to 
students, which was later performed and recorded by them on their mobile devices, to 
finally be mixed and mastered in a Digital Audio Workstation (DAW). In simple terms, 
the process of creating a recording consisted of arranging or selecting a piece previously 
arranged to a certain instrumental or vocal ensemble. This music was digitized and 
played in MIDI format. Backing tracks needed to be extracted from these MIDI files so 
that all students can practice and record their specifics parts at the same tempo. Once all 
the audio files sent by the students had been collected, they were mixed in a software 
called Soundtrap. Simply put, Soundtrap is an online digital audio workstation for 
browsers that allows several users to create, edit, or mix music simultaneously. 
Music Technology and Instrumental Private Lessons 
Music Technology and Private Instrumental Lessons are classes that have always 
been taught individually at both schools, so one might think they would be the simplest 
courses to move online. According to the information collected, however, these two 
classes presented quite exceptional difficulties when it came to being implemented 
through the internet. 
In the case of the Chilean school, as it is well known, the use of electronic devices 
within the classroom constitutes an exception. Despite this limitation, technology played 
a huge role in ensuring that this school’s students could access all of their online classes. 
In an effort to maximize resources, the school sent all the computers they had at their 




located in the southern sector of Santiago, the poorest in the city. Additionally, these 
students were given prepaid USB sticks with access to the internet. Thanks to this 
tremendous effort, the students of this school had, among other things, the possibility of 
continuing with their instrumental private lessons. However, something even more basic 
was needed: instruments. In this school most of the young musicians do not own the 
instruments they play, so their respective instruments were sent to their homes. In this 
way, the classes were held through Google Meets and/or virtual rooms created on 
WhatsApp. 
In the US school, on the other hand, the problem of the use of technology during 
the pandemic was not related to the access to specific devices but to the lack of strategies 
and capacity to allow the remote implementation of all their classes. Despite the fact that 
in this school the vast majority have all kinds of tiflotechnological devices and financial 
resources, some Music Technology classes had to be canceled and some students stopped 
receiving their accessible copies for long periods. The root of the problem is much more 
sophisticated compared to what was happening in Chile, since its solution involved the 
design of a variety of strategies never previously implemented. If we focus on the Music 
Technology classes that were not canceled, it became necessary for the students to have a 
computer (PC or Mac), with access to the internet, as well as a MIDI controller. 
Additionally, in the case of low vision students, it was necessary to use a Soundtrap pro 
accounts so that both the teacher and the student could work on the same project in real 
time, and a Zoom account that allowed the teacher (sighted) to observe the operations 
performed by the students. It is important to mention that the above cannot be carried out 




cases, what should be done is to replace Soundtrap for another free Digital Audio 
Workstation (DAW) such as Garageband (Mac) or Reaper (PC) in addition to using a 
Zoom Pro account that allows the teacher to access and control his/her student’s mouse 
remotely, when necessary. 
In relation to the lack of access to Braille copies by this school, two solutions 
were found. First, all those students who did not have a refreshable Braille display 
received materials through the mail. This took about a month to be embossed, shipped, 
and received by the students. For this same reason, many teachers found it necessary to 
plan their classes in advance, which was something not observed during the first data 
collection of this study. Second, those who did have Braille displays were sent material in 
digital formats compatible with their devices. This process also took time as none of the 
students had previously used their Braille devices to read digitized scores in ASCII code. 
This last point will be more deeply addressed in a next section on the use of ASCII 
Braille vs Braille Unicode characters. 
If we focus on the instrumental private lessons now, both institutions faced the 
same difficulties when implementing their strategies in virtual classrooms. The main 
problems arose for those teachers —such as Anna, who depend on tactile strategies to 
transmit their knowledge. Let us remember that Anna was the one who used this type of 
approaches the most often due to her blindness. Anna relies on touching the hand of her 
piano students in order to verify and correct what her students perform. These types of 
strategies are seen even more frequently in private percussion classes where the teacher 
and/or the student are blind. This is the case of the lessons that Pedro had with his 




taught aurally without notation and based primarily on repetition and imitation. Tactile 
strategies were no longer an option, and they probably will not be for a while after the 
quarantine is up. This last issue is still testing some of my participants adaptability as 
well as their resilience. 
Piano classes, which is one of the pillars of the program offered in the USA, were 
also seriously affected due to two reasons. First, because of the poor quality of the sound 
delivered through applications that were designed to enhance the human audio frequency 
range. These programs, such as Zoom, tend to cut the frequencies out of the human range. 
Second, the piano uses a very wide range of frequencies that goes far beyond the human 
range. All of these reasons, ended up damaging the quality of the sound delivered and 
received by students and teacher.  
Another of the pillars of the program offered in the USA are their Voice lessons. 
These were also affected because their voice students could not be accompanied by the 
teacher at the piano, as was the case before the pandemic. This, although it could easily 
begin to be solved through the use of backing tracks prepared in advance, has not yet 
been considered an option. This latter makes total sense in a school where there is little 
intradepartmental cooperation, where the extra hours dedicated to the preparation of 
exceptional materials are not paid, and where there is no curricular plan that solves all 
these types of situations seen as a whole. 
Braille Music and Music Theory Lessons 
The Braille system is, by definition, an embossed writing system that our students 
can access through physical copies embossed on paper or displayed through a refreshable 




however, the transfer of physical materials had to be restricted by public health measures 
because on the road between the sender and receiver there were too many other hands 
that manipulated the packages. Consequently, the use of digital means was also 
privileged to distribute necessary materials for classes such as Braille Music and Music 
Theory. 
In the case of the US school, Braille Music classes occurred with some mishaps 
and it took several weeks to prepare and send sanitized physical copies of Jenkins’ 
method to students. To achieve this goal, copies that were kept in the physical library of 
the school were sent. Copies contained in the digital library of the US school were also 
embossed and sent. Thanks to these efforts, the Braille Music classes were able to 
continue “normally.” It is important to point out, no effective strategy to verify and 
correct what students write from their homes with their Perkins typewriters currently 
exists. So far, the closest solution to this has been verbally checking all the content 
written by students, cell-to-cell, dot by dot. Unfortunately, this consumes too much time 
and, as noted, meets with resistance, particularly by the youngest students. 
Regarding Music Theory classes, the situation was a bit more complex. At the US 
school, these classes were held over Zoom, with a maximum of three students per virtual 
classroom. The biggest challenge observed was creating and digitizing materials needed 
for upcoming classes, as well as making long-term plans. This represented an entirely 
new challenge indeed. This latter issue did not imply any additional difficulty to the 
Chilean school due to the fact that the curricula used by them was already designed at a 




Going back to the school located in the USA, due to the pandemic situation many 
teachers began to plan several lessons in advance so that they could create, digitalize, and 
send the necessary materials to meet their own expectations. At a large scale, adaptations 
like these could be observed throughout the entire educational system (Burgess & 
Sievertsen, 2020; Paudel, 2021). It should be also noted that accessible materials for 
people with low vision were also digitalized at this school. Specifically, large-sized PDF 
files could be zoomed in and out depending on the user’s need, and many of these digital 
files in PDF format had their colors inverted to make them even more accessible to 
people with low vision who suffer from eye conditions that affect their cones and rods 
specifically. The latter became an unexpected innovation since these same files, which 
represent a big challenge when it comes to creating hard copies of it, were quite easy to 
make and distribute. Even better, the quality of the colors and the level of brightness of 
these files could even be modified at will by the students through the settings of their 
screens. 
ASCII Braille vs Braille Unicode: History Needs to Change 
As it has already been previously explained, of all the embossed reading systems 
invented throughout human history, Braille is the only one that is strongly projected to 
continue into the future. This has been happening thanks to innovative digitalization 
processes occurring during the 1970s and 80s. Within this period, a series of crucial 
decisions were made in the northern hemisphere on how to integrate Braille notation into 
computers’ language. As it is of public domain, digitalized Braille saw its birth hand in 
hand with ASCII Braille in the age of 8-bit computers. In a few words, ASCII Braille 




“/”, etc.) to represent Braille characters (such as such as “⠁”, “⠃”, “⠇”, “⠪”, “⠌”, etc.). 
This decision was reinforced latter by the creation of “Braille fonts” which made it 
possible for a character typical of an 8-bit computer keyboard to look like a Braille 
character. Although it was a great advance, it brought with it a problem that currently has 
not been fully resolved and that continues preventing the access of some blind users to 
digital means: the ASCII characters that represent Braille cells, look like Braille cells 
thanks to the use of Braille fonts (or certain software), but screen readers have always 
read and verbalize them as common characters from a computer keyboard, because that is 
what they have always been. 
In other words, the problem arises when ASCII characters are used to represent 
Braille cells which, in turn, can have numberless meanings across the different existing 
Braille codes created around the world. For example, if we consider the case of the 
ASCII character “H” which serves to digitally represent the Braille pattern dots-125 (H = 
⠓). This Braille Pattern, in turn, can have multiple meanings depending on which Braille 
code we are referring to. In Korean alphabet it is equivalent to the symbol ᄐ, in Japanese 
alphabet it is equivalent to り, or in Western music notation it represents a G eighth note. 
By using this way to digitalize Braille what we are saying, in other words, is that “H” 
equals ᄐ, り, G eighth note, etc. To this day, the vast majority of Braille scores have 
been digitalized using ASCII Braille despite this obvious conflict between sign and 
meaning. This has meant that if, for example, we needed to digitalize the first phrase of 
the popular tune known as “Twinkle Twinkle Little Star” into ASCII Braille, what our 




The latter is indecipherable for the vast majority of blind users, and it takes a long 
time to “learn how to read music” in this way which clearly represents an additional 
difficulty for their literacy and their possibilities of accessing digital materials. In this 
sense, the only way to access this digital information is through physical means such as 
embossed copies or through the use of alternative electronic mechanisms for Braille 
reading such as refreshable Braille displays. See Figure 29, ASCII Braille. 
 
Figure 29. ASCII Braille5 
Getting into the problem of access, and as it has been exposed in Chapter II in 
“The Price of Being a Blind Musician,” the cost of an embosser and/or a refreshable 
Braille display is extremely high and represents an impossible barrier to cross for a large 
number of blind users around the world. If we look at the case of the Chilean school, for 
example, none of the participants, their students, or administrators expressed having seen 
or touched a refreshable display when asked. That is the level of subdevelopment we are 
talking about. Consequently, it is within this ocean of lack of access to physical materials 
in Braille that the observed schools have to navigate in order to carry out the work with 
which they have been entrusted. 
 





This analysis of the global context is reinforced by the exponential increase in the 
need to circulate knowledge through digital means as a result of the COVID-19 
pandemic. It is public knowledge that physical contact should be limited as much as 
possible, otherwise we risk our physical integrity. In other words, if before it was not 
possible to access digitalized knowledge through tactile means due to the high costs 
involved with being able to read ASCII Braille, now it is also something to avoid because 
by sharing physical copies you might even be risking your life. 
Fortunately, over the years, the development of digital means has been giving 
different type of answers to the serious access problem generated by the use of Braille 
ASCII. The main response to this conflict between sign and meaning has been brewing 
since October 1991, by the Unicode Consortium. According to their website,6 the 
Unicode Consortium was incorporated in 1991 in the state of California, and it was born 
as a result of the discussions started by engineers from Xerox such as Joe Becker and 
from Apple such as Lee Collins and Mark Davis (Unicode Inc, 2015). In simple words, 
what they have been proposing, in a systematic way, is the creation of new digital 
characters so that it is possible to use themselves, instead of a representation of them by 
means of common letters or numbers. This brought with it, among many other 
consequences, the birth of Braille Unicode which is a set of new characters or Braille 
patterns available as symbols, without connection to an alphabetic letter or a number  
(⠓ = ⠓). 
Thanks to the creation and constant updating of the Unicode characters lists,7 now 
various symbols of all kinds, of all languages, even ancient languages, have begun to be 
 
6 www.unicode.org 




used without needing letters and numbers that represent them nor fonts to visually 
‘translate’ them. Thanks to this, a melody like “Twinkle Twinkle Little Star” today can 
be digitalized in Braille Unicode as follows ⠐⠙⠙⠓⠓⠊⠊⠳⠀⠛⠛⠋⠋⠑⠑⠹, and it can be 
verbalized by screen readers dot by dot.8 In other words, abandoning the use of ASCII 
Braille and starting to use Unicode Braille is what will determine the access of millions 
of poor blind people around the world who do not have access to an embosser or a 
refreshable Braille display to read documents digitalized in ASCII Braille. This includes 
Braille music scores, of course. Finally, and to complete the landscape of inclusion 
generated from the use of Unicode Braille, these new characters can also be embossed on 
paper and read from standard refreshable Braille displays. 
Why is this discussion relevant to the present study? The answer is clearly related 
to the level of inclusion that students from schools for the blind such as the one located in 
Chile could experience. This answer is also related to the level of privilege and lack of 
awareness in schools’ leaders like the one located in the United States. In cases like the 
second, where we speak of world-leading schools that have access to an embosser, where 
the vast majority of students have refreshable Braille displays, and where accessible 
copies are produced in large quantities, continuing to use and distribute digital files 
created in Braille ASCII formats represents a throwback to the past and a hindrance for 
the blind community. There is nothing that prevents them, for example, from starting to 
promote the use of Unicode Braille since they have all the means to start generating a 
change that, for sure, will cause impact at a global level. In other words, this discussion is 
relevant to this study because History seems to remind us, from time to time, that 
 
8 The example described would be literally verbalized by a screen reader in the following way: “Dot 5. 
Dots 1, 4, 5. Dots 1, 4, 5. Dots 1, 2, 5. Dots 1, 2, 5. Dots 2, 4. Dots 2, 4. Dots 1, 2, 5, 6. Space. Dots 1, 2, 4, 




technological advances must necessarily be carried out for and with their users. 
Otherwise, its legitimacy and especially its use begins to weaken. This point has been 
already proved by failed experiences such as “the Computer Printing of Braille Music 
Using the IML-MIR System” by Patrick and Friedman (1975). 
In summary, the international panorama on how to teach music to students with 
visual impairment through digital means will certainly be reshaped by two important 
variables. The first variable is related to the massification of universal Braille digitization 
forms such as Unicode Braille, while the second variable is related to the level of 
privilege available on a case-by-case basis.  
Finally, and in the hope of making a contribution on issues of inclusion of blind 
users to digitized means, I am including a briefly explanation of how a blind user can 
access to read and write Unicode Braille patterns without spending a single penny. See 
Appendix K, “How to Read and Write Braille Unicode.” 
Social Movements 
The relationship between social movements and the quality of life of people with 
disabilities is much closer than one might commonly realize. In the 70s, the first social 
movements related to people with disabilities —seen as subjects of social rights instead 
of charity, can be traced in England and the United States (Palacios, 2008, p. 106). 
However, the term “blind activism” specifically would not begin to be heard until after a 
group of “early blind activists became highly conscious of their rights and had helped lay 
the foundation for a strong self-advocacy movement by the beginning of the 1970s” in 




social movement of blind activists that in India that made it possible to start working 
towards a unification of the Indian Braille code. 
During the last two years (2018-2019) there have been intense social protests in 
many places around the world: Sudan, Algeria, Gaza Strip, Egypt, Iraq, Lebanon, 
Bolivia, Chile, Ecuador, Haiti, Colombia, Venezuela, Hong Kong, Catalonia (Spain), 
Indonesia, Albania, France, Georgia, India, Israel, Kazakhstan, Malta, Nicaragua, 
Pakistan, Montenegro, the Philippines, Puerto Rico, Russia, Serbia, South Africa, 
Ukraine, and Zimbabwe (Mayol, 2020). The same author points out that there are 
different variables that can influence the creation of a “social outbreak” of great 
magnitude such as those described above. He cites five reasons for these intense periods 
of demonstration: 1) economic policy problems 2) social and political rights violations 3) 
authoritarianism, repression and crimes against humanity 4) corruption or 5) crises of 
governments or authorities (p. 86). Understanding that each social movement comes from 
a local multifactorial conflict, it is still possible to identify two key factors that serve to 
display the political context of all these previously mentioned cases —as well as the case 
of the latest social movement registered in USA after the murder of George Floyd. The 
first factor is a high level of dissatisfaction within these societies regarding the political 
model that rules them; it does not provide social peace to a certain group of these society. 
The second factor is the one on Mayol’s list with the most presence across all these 
intense periods of protests: “authoritarianism, repression and crimes against humanity.” 
That is to say, we would be experiencing the presence of political models that generate 
important “normative imbalances” (Mayol, 2020) between what the authorities demand 




the challenges to the consequences of these imbalances, far from being welcomed and 
processed through the mechanisms available within these political models, are repressed 
with State violence. 
In this section I will analyze how social movements in Chile and the United States 
have arisen seeking political answers to problems that have not yet been resolved from 
their current institutional framework. These movements are relevant to this study as they 
directly or indirectly affected the quality of the data collected for this dissertation. We 
will see how apparently unrelated phenomena such as the dismantling of the neoliberal 
model in Chile, historical racism in the United States, and disability at a global level end 
up intertwining in a much more concrete way than might be expected. 
Neoliberalism Was Born and Died in Chile 
“Neoliberalism was born and died in Chile”9 is one of the main slogans observed 
by this researcher during the protests that took place in Santiago of Chile during the 
month of December, 2019. This phrase refers to the fact that protesters perceive 
neoliberalism designed by Milton Friedman —and implemented in Chile during 
Pinochet’s dictatorship, as something that must die. In a few words, it shows the 
protesters’ desire of moving towards a new model of society. 
 





Figure 30. El Neoliberalismo Nace y Muere en Chile10 
The book “Big Bang. Estallido Social 2019” released by the sociologist Alberto 
Mayol just one month after the revolt occurred on October 18, 2019 is an important 
source of information produced from the academy to explain the causes of the greatest 
social movement occurring in Chile since the return to democracy, post Pinochet’s 
dictatorship. Mayol, who has been analyzing each of these causes of social unrest in 
Chilean society for nine years uninterruptedly, states in a few words, that the neoliberal 
model, designed by Milton Friedman at the University of Chicago and established by fire 
and blood in Chile with active participation of the USA CIA (USA. CIA, 2000), has 
ended up delegitimized due mainly to economic reasons. 
Starting in 1975, Chile became a “laboratory” that put into practice an economic 
model that sought to superimpose the freedom of markets over the freedom of people, a 
paradigm completely opposite to what the recently assassinated former president, 
 





Salvador Allende, had sought. Mayol (translated, 2019) summarizes Friedman’s vision of 
the economy according to four fundamental pillars: 
a. The economy should not pose problems on ‘what should be’ (moral), but on 
how things are (positive/evolution of number). 
b. Everything has a price. 
c. The State must not meddle in the market. 
d. Social spending must be minimal and will be determined by the community’s 
willingness to pay for public services. (pp. 29-30) 
The implementation of the first point on this list is what surely ended up 
delegitimizing the neoliberal model in Chile. Mayol (2019) argues that neoliberalism did 
not seek the ‘home norm’ (a moral-normative decision), but tended towards a positivist 
science that assessed its own success only from macroeconomic standards. In other 
words, the reality happening within the working-class homes stopped being the main 
factor to be considered for public policies. This was reflected at a national level by the 
lack of policies based on the economic situation of working-class households. It is 
important for the non-Chilean reader to know something that is of public domain there. 
This has been also extensively discussed by Mayol: in Chile the main instrument to 
measure people’s wealth is the Encuesta de Presupuestos Familiares,11 (EPF, in Spanish) 
which used to be implemented every ten years and has recently been implemented every 
five. This instrument is followed, in importance, by a survey called Caracterización 
Socioeconómica Nacional (CASEN, in Spanish).12 This survey is conducted by the 
Ministry of Social Development of Chile and is characterized by measuring the 
socioeconomic conditions of the country’s households, in terms of access to health, 
education, work and access to housing conditions. CASEN survey is carried out every 
three years in Chile. However, the Gross Domestic Product, understood as the sum of the 
 
11 “Survey on family budget” in English. 




value of all goods, services, and investments that are produced in Chile during a given 
period, is measured every three months. Now, if we extend this analysis to the sources on 
people with disabilities in Chile, we can find only one instrument available to collect 
massive data by the government. We refer to the Estudio Nacional de la Discapacidad13 
(ENDISC) which has been conducted only two times, in 2005 and 2015. To provide some 
context to the reader from the United States, in the US the first Federal Census which 
counted people who are blind took place on 1830 (Hash, 2015). 
 Moving on, points B and C from Mayol’s list, therefore, do nothing but promote 
this abandonment already denounced in point A. The last point from this list is, without a 
doubt, the one that most resonates with the data collected for this research, as it points to 
the failed role of the State of Chile to guarantee basic rights to all citizens (including 
those with disabilities) such as the right to access to an education of quality. It is because 
of this subsidiary role, in which the State of Chile delegates its main functions to private 
parties, that in Chile there are schools for the blind like the one observed. Going further, I 
posit that it is because of the installation of a savage capitalist mentality that in Chile, a 
school for the blind can completely focus its “educational project” on concrete results 
such as concerts and performances for local authorities, instead of focusing their efforts 
on an educational project based on the long-term learning processes for young musicians. 
What is observed in Chile, therefore, is an over-commodification of the daily life 
of Chileans. In Chile, even the property of water rights has passed to private hands.14 The 
prediction established by David Harvey already in 2005 (translated, 2017) was fulfilled to 
the letter: 
 
13 “National Study on Disability,” in English. 




     Neoliberalism is, above all, a theory of political-economic practices that 
affirms that the best way to promote the well-being of the human being consists in 
not restricting the free development of the capabilities and entrepreneurial 
freedoms of the individual, within an institutional framework characterized by 
private property rights, strong free markets and freedom of trade. The role of the 
State is to create and preserve the appropriate institutional framework for the 
development of these practices (…) Likewise, it must provide the military, 
defensive, police and legal functions and structures that are necessary to ensure 
the rights of private property and guarantee, if necessary, through the use of force, 
the proper functioning of the markets. On the other hand, in those areas where 
there is no market [such as land, water, education, health care, social security or 
environmental pollution], it must be created, when necessary, through Federal 
action. The State should not venture beyond what these tasks prescribe. State 
intervention in markets [once created] must be minimal because, according to this 
theory, the State cannot, in any way, obtain the information necessary to 
anticipate market signals [prices] and because it is inevitable that powerful 
interest groups distort and condition these state interventions [particularly in 
democratic systems] serving their own benefit. (pp. 6-7) 
These extreme concerns about macroeconomic growth indicators in Chile 
described by Mayol (2019) brought with it an apparent period of prosperity in the early 
90s. The laboratory experiment, therefore, seemed to be working quite well. So much so 
that, from Chicago, authors such as Francis Fukuyama (1992) ventured to point out 
things such as: 
   President Carlos Salinas de Gortari in Mexico, President Carlos Menem in 
Argentina, and President Fernando Collor de Mello in Brazil, all sought to 
implement far-reaching programs of economic liberalization after coming to 
power, accepting the need for market competition and openness to the world 
economy. Chile put liberal economic principles into practice earlier in the 1980s 
under Pinochet, with the result that its economy was the healthiest of any in the 
Southern Cone as it emerged from dictatorship under the leadership of President 
Patricio Alwyn. These new, democratically elected leaders started from the 
premise that underdevelopment was not due to the inherent inequities of 
capitalism, but rather to the insufficient degree of capitalism that had been 
practiced in their countries in the past. (p. 42) 
However, after some time, and after two great social movements (in 2006 and 
2011) that were the prelude to what happened in October 18, 2019, reality ended up 




subway fare was enough to trigger one of the biggest “social outbreaks” in Chile in 
decades. Even though said increase did not affect Chilean students directly, they 
protested evading the payment of subway fare during the days following the 
implementation of this measure. As Torres (2020) points out “the authorities, with their 
deep-rooted technocratic mentality, opted for a police response,” which led to the 
destruction of 43 Santiago Metro stations on Friday afternoon, October 18. After a few 
days that number increased to more than 100. Torres himself (2020) establishes that:  
   These losses represented about 400 million dollars, and another similar amount 
in destruction of private property. To these costs it was necessary to add others, 
which were not necessarily monetary, such as the establishment of a State of 
Emergency. (p. 96) 
I would like to pause the description for a moment, to be able to point out 
something important related to the collection and presentation of the data obtained in 
Chile: At the same time that all the aforementioned was happening, I was observing the 
K-8 school. Thus, meanwhile hundreds of thousands were protesting on the streets, I was 
sitting in the central patio of the school for the blind in Chile listening to “La Partida” by 
Victor Jara performed by “The Orchestra” directed by Professor Pedro. The bitterness 
expressed at the end of Chapter IV of this dissertation, therefore, is directly related to the 
appeals for “peace” and “reconciliation” that took place in the Chilean school during the 
development of tragic events arising from this normative imbalance, i.e., during 
violations to human rights by the State of Chile during December, 2019. Dozens of 
people were killed as a result of the brutal repression executed by the police commanded 
by President Sebastián Piñera. Around 500 people have been mutilated by losing their 




since December, 2019 to this day (December 2020).15 Two of these 500 were left 
completely blind. Today these two people, Gustavo Gatica (a musician) and Fabiola 
Campillay, are considered martyrs of the social struggle in Chile (see Figure 31. 
Dignidad). Without going any further, Gustavo Gatica learned Literary Braille and was 
able to begin to adapt to his new condition of disability thanks to the work of the school 
for the blind observed in Chile. 
 
Figure 31. Dignidad16 
Finally, it should be noted that, one year after the revolt of October 18, 2019, a 
plebiscite was held in Chile through which the people decided that it was time to change 
the constitution. Citizen participation was considerably higher compared to the 
participation that had occurred in the last presidential elections. An overwhelming 80% 
of voters have chosen to build a new regulatory framework for the institutions and 
 
15 These violations to the human rights have been extensively denounced by the Chilean Instituto Nacional 
de Derechos Humanos (INDH), Amnesty International (AI), and Human Rights Watch. 
16 I do not own this picture, and its use is strictly related to a fair use in the context of an academic and 
educational activity. In this picture, lead shots are used as Braille dots. Two hands read the word 




policies of the State. With this, it is expected that a new development model takes place 
in Chile. Neoliberalism was born and died in Chile. 
The Assassination of George Floyd 
As is well known around the world, throughout the history of the United States 
there is a long list of riots produced as a result of brutal cases of racism. Some of the most 
notorious are 1898: Wilmington, North Carolina; 1906: Atlanta, Georgia; 1917: East St. 
Louis; 1919: Red Summer; 1921: Tulsa, Oklahoma; 1943: Detroit; 1965: Watts; 1967: 
Newark; 1968: Martin Luther King Assassination Riots; 1991: Crown Heights Race 
Riots; 1992: Rodney King Riots; 2014: Ferguson, Missouri; 2015: Baltimore.  
On May 25, 2020, at 8:45 pm, at the coordinates N 44.93430 W 93.26240, 
corresponding to the intersection between Chicago Avenue and E 38th Street, in the 
neighborhood of Powderhorn located in the city of Minneapolis, Minnesota, George 
Floyd was brutally murdered. The video of this murder, ‘viralized’ almost in real time on 
social media, became the atrocious reminder that the United States still owes a significant 
debt to social justice. 
The third research question of the present study is based on the assumption that 
both political and social contexts also determine what happens inside the classroom. To 
Tessmer and Richey (1997), context should be understood as a “multilevel body” of 
factors in which learning is embedded. To name a concrete example of this, at the school 
in the USA, white and African American people used to be taught in separate rooms, 
which is at least curious given that such classifications based on people’s skin color could 
not be observed by blind students themselves. In this regard, Obasogie (2010) gives us 




understanding that these differences are very visual, he points out that these are 
transmitted equally in people who see and are blind “from interpersonal and institutional 
socializations that profoundly shape their [the blind] racial perceptions” (p. 585). It 
should be noted, by the way, that these unfortunate events are not at all a source of pride 
within that institution today. I am totally grateful that they gave me access to such a 
sensitive subject and I can testify that these subjects are discussed openly today in that 
school, as is to be expected of any institution that has left these practices behind several 
decades ago. 
Unlike what was observed in Chile, and despite the fact that the main cause of the 
forced transferring of African people to the Americas was eminently economic, the cause 
of these last social movements observed in the United States such as the “Black Lives 
Matter” movement seems to be of a cultural and social nature. The development of the 
latest Chilean and the “Black Lives Matter” movements, however, leads to the same 
phenomenon described from sociology: normative imbalances (Mayol, 2019). The phrase 
“the social contract is broken” pronounced by Kimberly Jones (author of “I’m Not Dying 
with You Tonight”) began to go viral on social media in the United States at the same 
time that hundreds of protesters began to destroy and loot the most exclusive stores on 
Fifth Avenue in New York City. The burning of subway stations in Santiago and the 
destruction and looting stores on Fifth Avenue run on parallel tracks simply because both 
spaces represent a symbol of progress, efficiency and aesthetics which is perceived by 





The analysis on the use of violence in the United States as well as in Chile, and as 
expected, began to turn in the coordinates of the assimilated language of the American 
capitalist model. Therefore, the mainstream media began to condemn violence, because 
“what productive things could be expected from it?” This emphasis on “how” and, above 
all, on “what” productivity could be derived from a certain form of demonstration in the 
streets speaks mainly of a capitalist conception where the central discussion is the 
product of demonstrations rather than their reasons for demonstrating. 
Big parenthesis. This latter resonates with the data collected from Chile. This 
school’s “educational project” was focused extremely on performance due to the 
requirement of the well-known foundation that administrates and finances them. 
Professor Juan’s arguments against teaching the Music Braille Code stated that “at the 
end, the utility [of teaching music to students] is that the children are musical and capable 
to sing.” Likewise, the mere existence of “The Orchestra” can also be explained within 
these coordinates assimilated from capitalism: Music Education is seen as a space for 
creating music products rather than creating spaces for meaningful learning processes 
that foster personal independence. It is worthy to ask ourselves, then, how inclusive are 
these educational approaches? And, who really does benefit from them, in the long term? 
The process that led to the destruction in Minnesota was a subject of analysis 
mainly on social media and by academics that we might identify with progressivism, 
most from the mental health field (Dreyer et al., 2020; Oxiris, 2020; Weine et al., 2020). 
On the other hand, similar to what happened in the Chilean school after some subway 
stations were burned, in the US school there were public appeals to condemn racism and 




“diversity.” One might wonder also, what are the reasons why both institutions publicly 
condemn violence and racism without making any mention of their causes or of the 
people who have been murdered by the police forces on the streets. 
The analysis of these latest social movements brings coherence to a study based 
on a social model of disability linked to social justice perspectives that, additionally, 
takes into account the context in which the data were collected. The fact that both 
institutions do not internally address these issues —which affect the most oppressed 
individuals within their communities, means not visualizing them and that represents, 
therefore, relevant data for this study. These acts of “social/color-blindness” —to put 
everything in one word, by these two institutions consists in avoiding to discuss these 
topics as “part of public consideration in remedying past and ongoing wrongs. This 
[social/]colorblind ideal is preoccupied with formal equality without looking at the 
context and consequences of real world inequality” (Obasogie, 2006, p. 491). 
The New Normal 
What do the revolt of October 18, 2019 in Chile, the protests of the “Black Lives 
Matter” movement post-murder of George Floyd, and the extensive COVID-19 pandemic 
have in common? These three phenomena will end up changing the objective reality of 
millions of people both in Chile and in the USA in the medium and long term. Reality, as 
we knew it before the pandemic is about to disappear. The magnitude and levels of 
change that are coming, however, is something incalculable for me. The truth is that 
sooner than later everything will return to “normal,” but that “normality” will certainly 
not be the same as before. If the analysis of the social movements that took place in Chile 




precisely the problem for the most oppressed groups in these two societies. In other 
words, situations of abandonment by the State such as living in debt to cover your most 
basic needs, being brutally murdered in the streets due to your skin color, or even not 
having the slightest social guarantees for having a disability, were the problem. This old 
normality is simply no longer acceptable by the world’s societies that manifest 
themselves through gigantic social outbreaks resulting from serious normative 
imbalances. “I want everything to return to normal, but to me, normality is not going to 
be given back as it was”17 is literally what can be read on the walls when walking through 
the streets of Santiago at this time. 
Finally, when this pandemic end and the big multinational pharmaceutical 
companies sell all their vaccines to the governments of the world which will be in charge 
of distributing them to the population, we are going to find a planet totally different from 
the one we entered before December 2019. In many places on the planet, access to certain 
‘privileges’ will begin, for once and for all, to be understood as human rights. 
1. Go to the beginning of this Chapter. 2. Go to Table of Content. 
 






SUMMARY, RECOMMENDATIONS, AND IMPLICATIONS 
The challenge for educators of blind and visually impaired children, including those 
with other disabilities, is how to teach skills that sighted children typically acquire 
through vision. 
American Foundation for the Blind. (2000, June 8) 
Summary 
This study aimed to answer and discuss three research questions. I address each 
below.  
• What are the musical teaching strategies implemented at the Music 
Schools for people with visual impairment? 
Most of the strategies collected consisted of activities based on the use of 
accessible materials purchased or designed by the participants themselves. Within this 
group, it is worth highlighting tactile devices to teach basic notions of musical literacy 
such as Perkins braillers, tetrapoint braillers, slates and stylus, “Rhythmic Pizza,” 
Notagrama, the use large tactile staves, “musical bingo” games, “heart-beats” boards, 
large plastic refreshable Braille lines, large size print staves, and large size print staves 
with inverted colors. Second, strategies not related to specific content but to ways of 
teaching private instrumental and ensemble classes were also collected. Within this 
group, it is worth highlighting the replacement of visual cues by aural cues through loud 
breathings or musical instruments attached to teachers’ feet, physical contact between 
teachers’ and students’ hands as a means to deliver knowledge and verify students’ 
progress, and the use of instrumental repertoire as the main guide, or substitute, for the 




tiflotechnological devices were collected. Within this group, it is worth highlighting the 
use of software for the creation of music in accessible formats such as Goodfeel and 
Lime, the use of software that enables online rehearsals such as Jamulus and Zoom, the 
use of online digital audio workstations (DAW) such as Soundtrap for music production 
and music technology classes. 
Focusing on the sub questions derived from this first main research question, as 
seen in Chapters IV and V, music teaching strategies observed were of many kinds. The 
teaching strategies recorded in both schools were designed by a majority music teacher 
who did not seek out the job. Consequently, and even though some of them are people 
with disability, none of them were formally trained in Special Education. Their 
backgrounds tend to point towards performance and/or general music education, instead. 
Additionally, their strategies did not seem to respond to carefully long-term-institutional 
curricula designs but to day-by-day experiences forged by each participant over the years. 
In this sense, these teachers’ as well as their schools’ “philosophies” or “educational 
projects” proved to have a leading role in the artistic development of the people they 
work for. Finally, skills rarely were formally assessed.  
• How are the students’ individual needs driving these inclusive strategies? 
In order to answer this second question, I need to refer to what was observed from 
the field and to what was recorded from my participants. My participants’ students were 
people with moderate and severe visual impairment, and blindness (see Appendix A, 
Definitions of Terms). Due to the fact that people with moderate and severe visual 
impairment present visual acuity ranging from 6/12 to 6/60, most of the strategies 




games, large tactile staves, large print staves, games, large size print staves, and large size 
print staves with inverted colors, (non-accessible software like) Soundtrap. On the other 
hand, due to the fact that people with blindness present visual acuity ranging inferior to 
3/60, even after correction with glasses or contact lenses, all of the strategies addressed to 
them were only based on aural and tactile cues such as the use of Perkins braillers, 
tetrapoint braillers, slates and stylus, “musical bingo” games, “Rhythmic Pizza,” “heart-
beats” boards, large plastic refreshable Braille lines, physical contact between teachers’ 
and students’ hands. These students present other qualities that also were relevant to my 
six participants. First, their ages range from five to seventy years approximately. The 
majority of them, though, were people younger than thirteen years old. It is for this 
reason that many of the teaching strategies observed focused on the development of 
literacy skills. Second, while all of these students had literacy skills, only a few of them 
were musically literate. Thus, the development of musical literacy skills is still a pending 
issue in Chile as there is still no capacity and willingness to carry it out in that school. 
Third, the students from the Chilean school showed to have significantly more financial 
needs compared to their peers from the United States. In this sense, the students of that 
school still do not have access to technology (software and hardware) that allows the 
implementation of updated or innovative teaching strategies. Finally, a few of them also 
have disabilities commonly associated to their respectively eye conditions such as 
intellectual disability, autism spectrum disorders, hearing impairments. For this study, no 
specific data was recorded on these cases. 
• How do the specific international contexts affect the features and 




To facilitate and approach to this complex research question, four dimensions 
were established. Thus, cultural, social, political, and economic contexts were considered 
relevant in order to help possible analyses for the collected data. Because of the nature of 
the events occurred since December, 2019, such as the global pandemic, the Chilean 
revolt, and the assassination of George Floyd in Minnesota, the data collected was mostly 
influenced by political and social phenomena. When we delve into the reasons of the 
Chilean revolt, for instance, we discover that the causes of the observed social unrest are, 
ultimately, the same reasons behind the lack of access for people with visual disabilities 
in that country: the implementation of a neoliberal model through brutal human rights 
violations (Chile, Corporación Nacional de Reparación y Reconciliación, 1996; Chile, 
Comisión Nacional sobre Prisión Política y Tortura, 2005). This level of abandonment 
by the State is also observed in the United States —although to a lesser extent, where we 
observe a significant group of society that periodically protests, even violently, arguing 
that the State does not protect them or repair the historical damage caused to their 
communities. The expression “the social contract is broken” represents neither more nor 
less than the divorce between an important part of society and the policies that govern it. 
Finally, although the economic and cultural dimensions were secondary in 
relation to the two dimensions previously displayed, they are also relevant for this study 
in that they help us to understand to a great extent “The Price of Being Blind” as well as 
blind people’s scarce access to the digital means through which knowledge circulates. 
We refer to the use of non-inclusive digitalization systems such as ASCII Braille over 




Recommendations and Implications 
Documenting international experiences of music teachers who work with people 
with low vision and blindness can shed on understanding the relationship given between 
individuals with disabilities and the development possibilities offered by the environment 
(Zúñiga, 2006). Using a two-cases ethnographic stance and a teacher-centered approach, 
this study paid close attention to their experiences within their classrooms by observing 
the activities, lesson plans, and curricula they designed. Below, I display 
recommendations for future research on Special Music Education for people with low 
vision including blindness that can be projected from the present study. First, I will 
comment on methodological approach implemented. Next, I will address how education 
researchers are far from talking about improvement for further research. Finally, I will 
comment on implications for teaching practice. 
Recommendation for Two-case Ethnographic Studies on Special Education 
Following the advice of scholars in ethnography (Yin, 2002; Yazan, 2015), I 
employed a two-case ethnographic approach and followed the experiences of six 
participants from two schools for the blind, located in Chile and USA, and their 
international contexts. By international contexts, I refer to the main social, political, 
cultural and economic factors that impacted the quality of education provided to my 
participants’ students. One of the main implications to consider, therefore, is the use of 
ethnographic approaches that allow us to understand all of these contextual data in 
relation to which teaching strategies are more or less appropriate for certain settings. In 
other words, they must be taken into account for anyone who aims to “empower [blind] 




move beyond today’s limitations towards hope and action for a better future” (Butcher et 
al., 2011, p. 165). 
The role of the environment in determining the quality of the education delivered 
is particularly well illustrated by the example of the Chilean school. The phenomenon of 
abandonment by the State towards its most unprotected citizens has been spreading for 
decades thanks to the implementation of the economic model developed at the University 
of Chicago by the Nobel Prize winner, Milton Friedman. Of course, this phenomenon 
does not exclusively affect people with visual disabilities, but rather all types of disability 
seen as a whole. Given the growing number of people with disabilities in Chile, 
according to the Chilean Census, and given the scarce data collection mechanisms on the 
most basic needs of Chilean citizens by the State of Chile, further studies should continue 
to explore the phenomenon of access and disability. For example, qualitative research 
such as this study could be complemented by a large-scale survey on individual with 
educational special needs in order to outline relevant public policies. In this sense, it is 
appropriate to recall the words of Butcher et al. (2011), already mentioned in Chapter III: 
“appropriate physical facilities; adequate time on teaching; adequate text books and 
resources; adequate supply of well-trained teachers. All of these need to be facilitated and 
supported by strong national policy, educational goals and management” (p. 173). 
Finally, this study only examines data collected from of a group of music teachers 
from Chile and USA on their strategies implemented within their classrooms. Future 
research is needed to examine other experiences from different countries to expand 





Implications for Education Research 
The relationship between the strategies observed in the field for this study and the 
respective contexts that sheltered them turned out to be strongly intertwined mainly due 
to the fundamental role of the States in guaranteeing basic rights such as access to an 
inclusive, free and quality education. In Chapter III I discussed Wästerfors (2018) call for 
qualitative studies to observe with special attention to those meaningful details, 
sequences of events over the time, and the moods or “tone” of social contexts. The 
parody explains itself when we note that States like Chile have systematically chosen not 
to carefully observe the most sensitive information in the daily lives of the most 
unprotected citizens, within which we must include the people with disabilities. 
The paradox between ‘seeing the blindness’ arises, then, when we verify that a 
careful observation is one of the most important and common ways of collecting data for 
qualitative researchers (Boeije, 2010; Merriam & Tisdell, 2016). Common sense might 
indicate, therefore, that education researchers are the most capable of collecting quality 
information useful to outline future public policies. However, assuming the latter as true 
is also somewhat misleading. Are these academics, who are consequence and reproducers 
of an educational model at this point completely commercialized in Chile, the ones 
legitimately called to propose the changes that society needs the most? 
In Freirean terms, we, the privileged ones who dedicate ourselves to academic life 
and who at the same time seek to be agents of concrete changes for the objective reality 
of subjects in a situation of social vulnerability play questionable role in the opinion of 
this novice investigator. What access can a socially and economically vulnerable person 




commercialized? What power of real change could the ‘traditional intellectuals’ —in 
Gramscian terms this time, represent today in the context of the Chilean neoliberal 
model, for example? What concrete possibilities does this small academic elite have to 
capture and represent the interests of the most vulnerable citizens of society? And if they 
succeed, with what legitimacy did they reach that place? Was it the product of democratic 
processes? Or was it rather the consequence of reproducing a prohibitive and completely 
commercialized educational model? Thus posed, the role of education researchers as 
valid interlocutors seems to be something very questionable. 
Moving to the reality of the northern hemisphere, I seriously wonder how 
accessible the writings about the change of the neoliberal domination model are. I am 
referring to those made, for example, by Bourdieu (2000) or perhaps by an academic 
from a department at Columbia University, to name an even closer example. How 
accessible can the ideas that circulate through the halls of Teachers College be if to 
access them we must pay for expensive books or attend conferences for which you have 
to pay even much more, or you have to attend courses that are simply prohibitive due to 
their stratospheric costs.  
Following this idea on ‘legitimacy’ an access, I suggest to look at this evident 
lack of access to those ideas generated by these academic elites through the following 
brief example. If a Chilean who earns the minimum wage wanted to study a single 
semester at an institution like Teachers College, she or he would have to cover the 12 
credits (USD $ 19,620) that he or she would have been required to take as a foreign 
student, plus the USD $ 5,069 for that health insurance plan that as a foreign student she 




personal expenses, and living expenses” (room and board) that Teachers College 
estimated at USD $ 15,779 for the semester of Spring 2019. As of today, November 7, 
2020, the minimum wage in Chile is 326,500 CLP (USD $ 430), therefore, that Chilean 
individual would have to borrow a sum equivalent to 94 months of his/her work in order 
to be able to study just a single semester at Teachers College. The example could well be 
considered somewhat extreme, but the reality is that the programs offered at Teachers 
College, cradle of pedagogical excellence in the USA, are not even accessible to their 
own neighbors in Harlem. 
In other words, authors like Sonia Nieto can denounce in countless talks and 
conferences certain “neutrality sickness” suffered by research on educational issues; a 
large number of ‘Ivy League’ academics can make countless appeals for greater advocacy 
and activism; even Bourdieu (2000) himself can point out for 20 years that the 
consequences of the neoliberal ideology were “scientifically predictable.” However, in 
the opinion of this researcher, the fact that all this knowledge is produced by and for 
academic elites, rather, seems to hinder the access to information for citizens of the world 
whose most basic rights have not yet been guaranteed. 
Consequently, as a researcher I am fully aware that studies like the present one 
are not accessible to those I am writing about. After completing this investigation, I 
honestly wonder if this ‘era of silence’ denounced in Chapter II by Kelsey and Smart 
(2012) is, actually, an illusion just for members from the academia. I have begun to see it 
as an illusion because even if one day we witness a large circulation of studies on 
disability linked to perspectives of social justice in academia, the issue of access to those 




Finally, if all this were to be solved one day, and we all saw each other’s faces 
within a model of society that guarantees basic rights such as access to education, in that 
case, it would be worth mentioning the imperative need to begin to carry out studies that 
deal with issues of Special Music Education and the blind community linked social 
justice perspectives that centralize people with disabilities’ voices and experiences. As 
Abramo and Pierce (2013) have established, “obtaining the perspectives of students who 
receive disability-specific education provides another facet to the research on 
perspectives on special education in music.” (p. 9). In this sense, the second research 
question of this study seems to be only partially answered. Thus, further inquiry on this 
topic seems to be highly recommended to the members of academia in the short term.   
Implications for Practice 
The six participants of this study, seen as a group, represent a diversity of 
perspectives in the field of Music Special Education through courses such as Private 
Instrumental lessons, Music Theory, Instrumental Ensemble, Vocal Ensemble, Music 
Technology, Braille Music, and General Music. Now seen individually, each one of them 
represents unique funds of knowledge of a gigantic puzzle that is still very far from 
letting us see the entire landscape. Incorporating these key pieces and experiences into 
instruction can help educators understand the phenomena involved in teaching people 
with disabilities in terms of the meanings my participants bring to such phenomena 
(Denzin & Lincoln, 2004, p. 2). In this section, I will briefly discuss how educators can 
navigate and incorporate the registered experiences into their curriculum and instruction. 
First, this study allows us to visualize the direct relationship between the level of 




students with disabilities, especially in terms of acquisition of literacy skills as a means to 
access an independent life. Consequently, one of the main implications for practice is that 
music teachers who work with people who are visually impaired need to understand that 
their level of training on literary and music Braille notation will be crucial to guarantee 
equal access to the benefits of knowing how to read music so their students do not have 
to depend exclusively on their memory or someone else’s performance. In this sense, it is 
time to stop pointing out the Music Braille Code as something “tedious” or 
“cumbersome” since it is, in fact, one of the few powerful tools we have available to 
promote equity within our classrooms. 
Second, this study also allows us to understand how strong the relationship 
between visual impairment and technology has been over the centuries. The use of 
technology has had role in creating opportunities for development on people with 
disabilities across all areas of human endeavor. However, there are still great challenges 
to be completed in relation to understanding recent non-inclusive practices that derive 
from the latest digital advances. Thus, another implication for practice worth mentioning 
within this section is the necessity to start using —and promote the use, of digital formats 
of equal access such as Braille Unicode characters and XML files. 
Regarding Unicode Braille characters, it is advisable to stop digitalizing Braille 
material in ASCII format as it is only accessible from extremely expensive devices such 
as refreshable Braille displays and embossers. In this sense, the model of ‘supply and 
demand’ has only widened the gap between those who can afford to access digitized 
Braille in ASCII format and those who cannot. Therefore, the use of Unicode Braille not 




all, the use of expensive software and formats designed exclusively for blind users. The 
use of Braille Unicode, in other words, is what will allow a blind user and a sighted user 
to share files created in a same text editor, in a same digital format. 
Regarding digitized music, it is recommended that music teachers use —and 
promote the use, of equally accessible digital formats such us XML. To this day, the most 
popular score editors are not accessible from screen readers. Likewise, its native formats 
(*.xmus, *.mscx, *.sib, etc.) are not accessible either. Digital scores in XML format, 
being a format compatible with all existing score editors, represents a unique opportunity 
to guarantee access to digitized music for all users equally regardless the characteristics 
of which program we use to open it. 
Third, but not least, this study also allows us to begin to measure how big the 
changes for ensembles, chamber music, and private instrumental lessons will be in the 
short term. We refer to the consequences of long periods of social distancing measures 
due to COVID-19 pandemic. In this sense, it is advisable to be alert and, if possible, to 
rethink many of the tactile teaching strategies, since for the moment they are not an 
option and that limitation might persist even after this global public health crisis has been 
overcome. 
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Definition of Terms 
According to the World Health Organization (WHO), in its International 
Classification of Diseases 11 (ICD11), updated and revised in 2018, vision impairment 
can be classified into two groups, distance and near vision impairment: 
Distance Vision Impairment 
Mild visual impairment: This group present visual acuity ranging from 6/12, which 
means that they can barely see at 6 feet what people with ‘normal’ vision can see at 12 
feet, to 6/18. 
Moderate visual impairment: Individuals who have a slight disability or difficulty to 
perform daily life activities, but who preserve their autonomy and do not require a third 
party to support them for overcoming obstacles in the environment. This group present 
visual acuity ranging from 6/18 to 6/60. 
Severe visual impairment: Individuals who present significant decrease or impossibility 
to perform most daily life activities, requiring support for basic self-care tasks. They can 
only overcome some barriers in the environment. This group present visual acuity 
ranging from 6/60 to 3/60. 
Blindness: In most countries, ‘legal blindness’ consists in the loss of vision in one or 
both eyes below a visual acuity of 20/200, even after correction with glasses or contact 
lenses (the WHO has changed that fraction to 3/60 in their last International 
Classification of Diseases, though). 
Near Vision Impairment 
This group present near visual acuity worse than N6 or N8 (font sizes) at 40cm with existing 
correction. 
Finally, the WHO also adds a very clear explanation about how people use those 
terms. mild, moderate and severe visual loss are grouped under the concept of low vision: 


















“No hay caminos, hay que caminar... Andrej Tarkowsky” 
  
 







































1.  Space, dots 4-5-6, CH. 
2.  Space, dots 4-5-6, space, CH. 
3.  Space, dots 4-5-6, space twice, CH.  
4.  Write ED, x four times, n.  
 
The sailboat is a simple figure. It can be made as large as you want by using dots 
4-5-6 for the mast, increasing the number of spaces by one for each line added.  Make the 
boat length correspond to the width of the sail. 
 
Then, according to the given instructions on Marie Porter (2003, p. 4) the result in 
















Sample of Braille Music Transcription3 
              Für Elise 
                 Wo. 59 
        Ludwig Van Beethoven 
 
  Transcribed by Hu Haipeng  
The BrailleOrch and  
Open Braille Music Projects  



































3 This Braille score has been presented in Braille Unicode Patter so it can be verbalized by screen readers. 
This Braille transcription has been made by Hu Haipeng (BrailleOrch.org). I do not own this transcription, 




















































































Adoramus Te by Gasparini5 
 
 

























Graphic Example for The Sighted Dictator 
 
 





How to Read and Write Braille Unicode 
To be able to read Braille Unicode characters by means of free screen readers 
such as NVDA, you only need to use the eSpeakNG speech synthesizer that comes by 
default. Along with this, said synthesizer can be installed on Android devices. Apple 
devices have their own voice synthesis that verbalizes Braille Unicode patterns without 
requiring any kind of extra configuration. Aware that for some users it may be 
uncomfortable to hear a robotic voice such as that of eSpeakNG, not-for-profit 
organizations such as Fundación Chile, Música y Braille7 (of which I am a part) have 
created a dictionary of Braille Unicode patterns which can be installed with NVDA. This 
allows the most human voices built into NVDA to verbalize Braille Unicode patterns, 
making the experience of reading them a bit more pleasant. 
To be able to type Unicode Braille pattern characters using free screen readers 
such as NVDA, all you need is an add-on called PC Keyboard Braille Input and set your 
input table to “Braille Unicode.” The first step allows us to convert our computer 
keyboard into a Perkins keyboard,8 while the second step allows what we enter to be 
Braille Unicode patterns. Additionally, it is recommendable the use of another NVDA 
add-on called Braille Extender, which will allow us to configure more than one input or 
output table. This will give us the ability to enter standard alphanumeric characters and 
Braille Unicode patterns as we wish. It should be remarked that NVDA and all the add-
ons mentioned here are free of charge. 
 
7 www.chilemusicaybraille.org 
8 Where keys “F,D,S,J,K, and L” becomes dots “1, 2, 3, 4, 5, and 6” respectively. 
